yKPAIHCbKE 

MEflIA-Ml/ICTEUTBO  1990-X 

UKRAINIAN  MEDIA  ART 
OF  THE  I990S 


□ 

I 

D 


YKPAiHCbKE  MEflIA-MI/ICTEUTBO  1990-X 
UKRAINIAN  MEDIA  ART  OF  THE  19905 


3MiCT 

Contents 


004  O/ieKcaHAp  Cojiobmob,  CojiomIb  CaBHyK 

FLASHBACK.  VKpaVHCbKe  Meflia-MUCTepTBO  1990-x 

Oleksander  Soloviov,  Solonia  Savchuk 

FLASHBACK.  Ukrainian  media  art  of  the  1990s 

018  flHlHa  npyneHKO 

Jltoflu  3  BifleoKaMepaMn:  MicTa  ra  xyflo>KHi 
npi/H/ioMM  yKpa'mcbKoro  Bifleo-apjy  1990-x 

Yanina  Prudenko 

People  with  videocameras:  cities  and  artistic 
methods  of  Ukrainian  video  art  in  the  1990s 

055  TBopn 

Artworks 


126  KarepiiHa  CryKanoBa 

Be3  KBMTKa  y  po3LiJi/ipeHe  Kino 

Kateryna  Stukalova 

Without  a  ticket  to  expended  cinema 

164  ApxiB 

Archive 


169  Biorpac|DM 

Bios 


FLASHBACK.  YKPAIHCbKE 
MEniA-MHCTEUTBO  ISSO-X 

FLASHBACK.  UKRAINIAN 
MEDIA  ART  OF  THE  lOSOS 


0/ieKcaHflp  Co/ioBtioB 
Co;ioMiB  CaBHyK 


Oleksander  Soloviov 
Solomia  Savchuk 


5 


TeMbKOMy  apcena/ii,  npi/icByiseHnx  icTopii  cynacHoro 
yKpaiHCbKoro  Mi/icTepTBa  —  iMenaM,  yiBi/imaM,  lUKO/iaM, 
nepioflaM.  Mera  jaKnx  npoexTiB  —  CTBopeHHfl  nepes 
BMcraBKOBe  AOC/iiA>KeHHfl  neBHoT  Bisya/ibHOi  aHTO/ioriV, 
HanoBHeHoT  hobmmm  KOHpenTya/ibHMMu  nor/iJiAaMM, 
3HaHeHH51MM  i  CMMC/iaMM. 

3BepHeHH5i  AO  90-x  BunpaBAaHO  3  Ki/ibKOX  npi/iHUH. 
rio-nepiue,  niAiMiuoB  ao  CBoeV  icTopuHHoV  tohkm  mmk/i 
3BopoTHboro  iHTepecy  ao  Mboro  nepe/iOMHoro,  ck/iba- 
Horo  i  HeoAH03HaMHoro  AOCflTupiHHfl.  npuMLu/io  po3y- 
m\hh9\  Toro,  mo  90-Ti  B>Ke  cja/in  icTopiera.  HacTaB  nac 
aHa/iiTMHHMX,  a  He  npocTO  pecjD/ieKCMBHi/ix  omIhok,  nac 
po3BiHHaHHfl  cc|DopMOBaHi/ix  CTepeoTMniB  i  cxeM.  npore 
Me  noBepHeHHfl  b  90-Ti  Mae  rpaAapiK),  6/ii/i3bKy  cane  ao 
FLASHBACK,  flKAOcna/iaxy  flCKpaBMXcnoraAiB  MHHy/ioro, 
AO  TOrO,  LAO  B  KiH03M0MMi  BiAOMe  51K  «3BOpOTHMM  KaAP». 
□o-Apyre,  90-Ti  —  pe  nepiue  AecsiTi/i/iiTTyi  He3a/ie>KHOCTi 
yKpaiHM.  I  xona  cynacHe  Mi/icTepTBO  3apoAH-noc5i  TyT Tpo- 
XM  paHiiue,  Ha  cxM/ii  paA^iHCbKoT  enoxM,  a/ie  cane  b  90-Ti 

B0H0  0TpHMa/10  HOBMI/I  nOLUTOBX,  HOBMI/I  iMRy/IbCA-H^  CBOTO 
p03BHTKy  9\K  HOBOV  Ky/lbTypHOV  iAeHTHHHOCTi.  BpeiilTOK), 
cnepMcjDiKa  Horo  po3BMTKy  b  pe  nonaTKOBe  Aec5iTi/i/iiTT5i 
6y/ia  TaKOLO,  ipO  BOHO  BiAHyTHO  3MiHM/10C51  3  TOHKM  30py 
o6pa3HO-TexHiHHMX  3aco6iB. 
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project  is  a  continuation  of  the  line  of  exhibitions 
at  Mystetskyi  Arsenal  encompassing  the  history  of  con¬ 
temporary  Ukrainian  art  —  names,  phenomena,  schools, 
periods.  Through  exhibition  research  these  projects  aim 
to  create  a  visual  anthology  imbued  with  new  conceptual 
views,  values  and  meanings. 

There  are  several  reasons  for  the  reference  to  the  1990s. 
First,  the  cycle  of  interest  in  this  complex  and  ambiguous 
watershed  decade  has  reached  its  historical  point. 

It  is  understood  that  the  1990s  are  already  history;  it  is 
time  for  analysis,  not  just  reflection,  time  to  break  existing 
stereotypes  and  schemes.  But  the  gradation  of  this  re¬ 
turn  to  the  1990s  is  like  a  FLASHBACK,  a  flash  of  memo¬ 
ries  of  the  past  —  what  in  cinematography  is  known  as  a 
"reverse  shot."  Second,  the  1990s  were  the  first  decade 
of  Ukrainian  Independence.  And  although  contemporary 
art  came  here  somewhat  earlier  in  the  decline  of  the  So¬ 
viet  era,  in  the  1990s  it  gained  new  impetus  for  its  deve¬ 
lopment  as  a  new  cultural  identity.  In  the  first  decade  this 
development  changed  noticeable  in  terms  of  its  figura¬ 
tive  and  technical  means. 
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BiflOMO,  nifl  KiHeMb  80-x  VKpaVHa  nepe>Ki/i/ia  >KMBoni/ic- 
HMi/i  6yM.  TpaHcaBaHrapflHa  c|DirypaTMBHa  KapTuna  CTa/ia 
TyTnpoc|DmbHOK)iAeeK)aKTya/ibHoVxyflo>KHboVcBiAOMOCTi. 
A/ie  Ha  caMOMy  nonaTKy  90-x  TaKi/iM  >Ki/iBonMC,  mo  nacTO- 
ryCTO  3  MOTOK)  ASKOHCTpyKMil  BMKOpi/ICTOByBaB  AMTaTM  3 
icTopii  MMCTeMTBa,  BTpaTMB  CBoe  naHiBHe  CTaHOBi/iiAe. 

I  HeBAOB3i  6mbLUiCTb  XyAO>KHMKiByKpaVHCbKOT«HOBOyXBM- 
/ii»  3BepHy/ii/icb  AO  «hobi/1x  MeAia».  He  6yAe  nepe6i/ib- 
LueHHflM  CKa3aTn,  mo  90-Ti  MHHy/iM  Tyr  niA  3HaKOM 
MeAia-apjy.  flpo  pe,  Hanpi/iK/iaA,  CBiAHajb  Taxi  Bi/icTaBKM 
Mboro  nepioAy,  Jik  «Barbaros.  Hoae  BapBapcbxe  BMAiHH5i», 
«lHTep-MeAia»,  «EKpaHi3ai4ifl»,  «3a3ApicTb»  b  Ki/ieBi, 
«HoBm?i  c|Dai?i/i»,  «AKaAeMifl  xo/iOAy»  b  OAeci»,  «A/ixiMiHHa 
KaniTy/iflMifl»  Ha  Bii/icbKOBOMy  Kopa6/ii  b  CeBacTono/ii, 
«Ko/im  expaHi/i  cjaioTb  tohlummm»  b  napM>Ki;  cjDecTMBa/ii 
«Pe-Bi3iyi»  b  iBaHO-OpaHKiBCbxy,  «nacTKa  a-hji  CHiB»  y  Kh- 
EBi,  Ai^-HbHicTb  MeAia/ia6opaTopiT  b  I4CM  Copoca,  mo  B>Ke 
Ha  Me>Ki  CTO/iiTb  Aa/ia  noiuTOBx  p,n9\  aanonaTKyBaHHa 
KMiBCbKoro  Mi>KHapoAHoro  c|DecTi/iBa/iK)  MeAla-MMCTepTBa 
(KIMAF)... 

BiAeo  B3ara/ii  npi/iMHSiTO  BBa>KaTM  mo/ioahm  bmaom  mmc- 
TeMTBa,  aA>Ke  3'5iBM/iocb  boho  y  60-Ti  poKi/i  XX  ct. 

Ha  nonaTKax  HOMy  c/iiAyBa/iM  /ii/iiue  oahhhmI,  a/ie  3  Apyroi 
nO/IOBMHM  80-x  BOHO  0TpHMa/10  LUI/ipOKe  p03nOBCIOA>KeH- 
H9\  y  BCbOMy  CBiri,  CTaBLUM  ck/ibaobok)  nacTHHOio 
MMCTeMTBa  HOBMX  MeAia  Ta  noMiTHO  aOaraTMBiuM  na/iiTpy 
Biaya/ibHMX  3aco6iB  i  oOpaani  MO>K/iMBOCTi  b  pi/ioMy. 

Pyx  BiAeo-3o6pa>KeHH5i  Mae  6yKBa/ibHO  Marinny  enapy 
HaA  eMOMiflMM  r/iflAana. 
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In  the  late  1980s  Ukraine  experienced  a  boom  in  painting 
as  transavantgarde  figurative  painting  became  the  core 
idea  of  the  actual  artistic  consciousness. 

But  in  the  very  beginning  of  the  1990s,  painting  that  of¬ 
ten  used  quotations  from  art  history  for  the  purpose  of 
deconstruction  lost  its  dominant  position,  and  soon  most 
artists  of  the  Ukrainian  "new  wave"  turned  to  "new  media." 
It  is  not  an  exaggeration  to  say  that  the  1990s  passed 
here  under  the  sign  of  media  art.  This  is  evidenced  by  such 
exhibitions  from  this  period  as  Barbaras.  New  Barbarian 
Vision,  Intermedia,  Screening  and  Envy  in  Kyiv,  New  Fiie 
and  Academy  ofCoid  in  Odesa,  Aichemical  Surrender  on 
a  military  ship  in  Sevastopol,  When  the  Screens  Become 
Thinner  in  Paris,  the  Re-Vision  festival  in  Ivano-Frankivsk 
and  Dreamcatcher  in  Kyiv,  and  the  Media  Laboratory  at 
Soros  CCA,  which  at  the  turn  of  the  century  provided  im¬ 
petus  for  the  start  of  the  Kyiv  International  Media  Art 
Festival  (KIMAF)... 

Having  appeared  only  in  the  1960s,  video  is  considered 
a  young  art  form.  Video  only  had  a  few  followers  at  first, 
but  gained  popularity  worldwide  in  the  second  half  of  the 
1980s,  became  an  integral  component  of  new  media  art 
and  noticeably  enriched  the  palette  of  visual  modes  and 
figurative  opportunities  in  general.  The  motion  of  video 
images  has  a  magical  effect  on  the  viewer's  emotions. 
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yKpa'mcbKe  eifleo,  mo  bmhmk/io  is  sanisHeHHAM  /imue  Ha 
caMOMy  nonaTKy  90-x,  B>Ke  ao  saBepiueHHfl  AecflTM/iiTTa 
3  saTflTicTK)  HeoclDiTa  Bnnpo6yBa/io  Sararo  pisHOBi/iAiB, 
cnoco6iB  Ta  TexHiHHi/ix  npMMOMiB  pboro  Mi/icTepTBa: 
KOpOTKMM  C|Di/lbM,  LAO  eKCnepi/IMeHTye  S  CjDOpMOlO,  MOpcjDiHr, 
nepecjDopMaTOBaHe  kIho,  K/iininr,  3D-aHiMaiJ,i5i,  online-pe- 
>KI/1M,  iHTepaKTMB,  BMCTynaiOMH  HepiAKO  B  C|DOpMaTi  AO- 
KyMeHTapiT  nepclDopMaHciB  a6o  >k  CK/iaAOBOio  MacTHHOio 
My/ibTMMeAiHHMx  iHCTa/iapm.  Bee  pe,  He  npejeHAytOHM 
Ha  BMHepnny  noBHOjy,  ocKi/ibKi/i  ipocb  shmk/io  a6o  Bjpa- 
Ti/i/io  CBOi  BiATBopioBa/ibHi  yiKOCTi,  BiAo6pa>KaeTbC5i  i  y  bm- 
craBKOBOMy  npoexTi  Apcena/iy. 

UixaBO  ipo  noBepHeHHfl  ao  >KHBonncHoro  MeAiyMa,  axe 
Tpani/i/iocb  B  yKpaiHCbKOMy  MMCTepTBi  s  Ha6/iM>KeHH5iM 
Mi/ieniyMy,  Te>K  Ma/io  MeAiHHy  npi/ipoAy.  MyTyKDHi/i  b  yMO- 
Bax  HOBoro  KOMynixaTi/iBHoro  Ta  iHc|DopMapiMHoro  aocbI- 
Ay,  flKMH  nonaB  c|DopMyBaTn  ncHxinny  pea/ibHicTb y  6araTO 
pasiB  6i/ibLuy,  Hi>K  cy6'eKTHBHni?i  aocbIa  SesnocepeAHbo- 
ro  cnpm/iHflTTfl  CBiry,  nocTMeAiHHa  >KHBoni/iCHa  xapri/iHa 
cnpo6yBa/ia  sawnyiTM  CBoe  Miepe  y  TexHorennoMy  npoc- 
Topi,  LAO  posBMBaeTbcyi  lu/uixom  MiMiKpyBaHHSi  niA  AnsaMH 
Be6-CTopiHOK  i  KOMn'raTepni  irpi/i,  xinoKaAPH  i  aniMapiK), 
BiAeox/iinM  i  pex/iany. 
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Ukrainian  video,  its  appearance  delayed  until  the  very  be¬ 
ginning  of  the  1990s,  was  by  the  end  of  the  decade  testing 
out  different  types,  means  and  techniques  of  this  art  with 
the  persistence  of  a  neophyte:  short  films  experimenting 
with  forms,  morphing,  reformatted  film,  clipping,  3D-ani- 
mation,  online,  interactive,  often  in  the  form  of  documen¬ 
tation  of  performances  or  as  part  of  multimedia  instal¬ 
lations.  All  this,  without  claiming  to  be  exhaustive  (some 
things  disappeared  or  lost  their  ability  to  be  reproduced), 
is  reflected  in  Arsenal's  exhibition  project. 

Interestingly,  the  return  in  Ukrainian  art  to  the  medium 
of  painting  as  the  new  millennium  approached  was  also  of 
a  media  nature.  Mutating  under  the  new  communicative 
and  informational  experience  that  began  forming  a  psy¬ 
chic  reality  many  times  greater  than  the  subjective  ex¬ 
perience  of  a  direct  perception  of  the  world,  post-media 
painting  tried  to  find  its  place  in  the  developing  man¬ 
made  space  through  mimicry  of  webpage  design  and 
computer  games,  film  frames  and  animation,  videos  and 
commercials. 
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TaKO>K  Tpe6a  BiflBHaHUTn,  mo  u,\  TeHAeHpii  «MeAiwHoro 
noBopoTy»  B>Ke  pi/iKOM  cniBBiAHOCn/incfl  \3  Bara/ibHUM 
KOHTeKCTOM,  OCKi/lbKM  OAHieiO  B  MariCTpa/lbHI/IX  TOM  90-x 

5iKpaB  i  6yB  ocTaTOHHi/iM  nepexiA  AO  eKpaHHOi  CBiAOMOCTi 
i  BiAo6pa>KeHHyi  CBijy  nepeB  KaMepy,  nepeB  o6'eKTMB. 

B  OAHOMy  Bi  cboTx  TexcTiB  Toro  nepioAy  Bacn/ib  Uaro/ioB, 
9\K\AiA  npnAyMaB  «nporpaMy  TBepAoro  Te/ie6aHeHHfl», 
Ay>Ke  B/iyHHO  HanucaB  laoao  Mboro:  «y  Haiu  nac  MOAia  ne- 
peTBopn/iMCfl  iB  Baco6y  b  cyTHicHe  ABume.  flo  /iioahhm  i 
cycni/ibCTBa  B>Ke  He  niACTyni/iTMCsi  6eB  eKpany.  I  BBara/ii 
Mae  ceHC  roBopi/iTi/i  He  npo  cjDiBi/iHHe,  a  npo  expanne  icny- 
BaHHfl.  Pea/ibHicTb  Mai/i>Ke  nepeTBopn/iacfl  na  pexBiBi/iT, 

HeoSxiAHHH  Ti/lbKH  P,n9\  BI?iOMOK». 

Ba>K/iMBaoco6/iMBicTbyKpaiHCbKoro  MeAiaMi/icTeMTBaTi/ix 
poKiB  no/iyirae  y  BiAcyjHOCTi  caMocnoKyiuaHHyi  no/ibOTOM 
y  ccjDepi/i,  Tax  6m  mobmtm,  «bmcoxmx»  MeAia;  Tax  caMO  boho 
He  BMpiBHfl/iocb  Ba/iyMeHHflM  AO  TaxMx  npoexTiB,  lao  6y/iM 
BapflA>KeHi  cyjo  na  excnepMMenj  iB  xi6epnpocTopoM, 
xoMn'tOTepHMMM  Mepe>xaMM,  BipTya/ibHOio  pea/ibHicrto. 
HepeB  Me  yxpamcbXMM  MeAia-apj  90-x  MO>xe  BMr/ifiAaTM 
apxaiHHMM  HM  HaBiTb  HaiBHMM  —  TO/IOBHMM  HMHOM,  HepeB 
TexHiHHi  o6Me>xeHHyi.  flpoTe  e  m  iHiiia  CTopona  —  caMe  b 
HerpMBia/ibHMx  Biaya/ibHMx  nomyxax  i  BMpiiueHHflx. 
y  MbOMy  Ay>Ke  pe/ieBaHTHO  BiAo6pa>xeHi  bmIct  i  Ayx  nacy. 
MeAia  b  pyxax  yxpaVncbXMx  aBTopiB  —  paALue  /iMiue 
0C06/1MBMM  iHCTpyMeHT  Taxoro  6/iMBbxoro  i  BBMHHoro  Tm 
oOpaBOTBopHoro  MMCTeMTBa. 
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It  should  also  be  noted  that  these  trends  in  the  "media 
revolution"  also  corresponded  to  the  general  context: 
one  of  the  main  themes  of  the  1990s  was  the  definitive 
transition  of  consciousness  to  the  screen  and  depiction 
of  the  world  through  the  camera  lens.  In  one  of  his  texts 
from  that  period,  Vasyl  Tsagolov  —  who  invented  the 
Hard  Television  Program  —  aptly  wrote:  "In  our  time,  the 
phenomenon  of  media  has  gone  from  being  a  means  to 
an  essence.  You  can  no  longer  reach  a  person  or  society 
without  a  screen.  And,  in  general,  in  makes  sense  to  talk 
not  about  physical,  but  on-screen  existence.  Reality  has 
become  something  of  a  prop  needed  only  for  filming." 

An  important  feature  of  Ukrainian  media  art  of  those 
years  is  that  it  wasn't  tempted  to  fly  into  the  sphere  of  so- 
called  high  media,  nor  was  it  involved  in  projects  charged 
strictly  with  experimenting  with  cyberspace,  computer 
networks  and  virtual  reality.  This,  of  course,  is  due  in  part 
to  the  archaism  and  naivete  of  Ukrainian  media  art  of  the 
1990s  that  was  predicated  on  its  technical  limitations.  Its 
appealing  strong  side  was  the  non-trivial  visual  examina¬ 
tions  and  solutions  that  reflect  the  relevant  content  and 
spirit  of  the  time.  Media  in  the  hands  of  Ukrainian  authors 
is  but  a  special  tool  of  the  familiar  fine  art. 


13 


flpyra  no/iOBUHa  90-x  6y/ia,  Ma6yTb,  oahmm  is  HaM6i/ibLu 
n/iiAHMx  eraniB,  ko/im,  Ha  BiAMiny  bIa  nonarKy  90-x,  BiAeo- 
apr  nepeMLuoB  is  posp^Ay  HeoOoB'asKOBHx,  cnoHraHHHx, 
xona  MicpyiMi/i  i  Ay>Ke  sicKpaBi/ix  irop,  posBar  npMpoA>Ke- 
HMX  >KMBOni/ICMiB  iS  HOBMMM  TeXHO/lOriJIMM  —  B  paHT 
caMOCTiMHOi  i  ycBiAOM/ieHoi  Bisya/ibHoi  npaKTi/iKi/i. 
y  pen  nac  b  YKpa'mi  s'^B/iaiOTbCfl  xyAO>KHi/iKi/i,  opieH- 
TOBani  nepeBa>KHO  Ha  poOojy  s  MeAia:  0/ieKcaHAP 
BepeiAaK  i  Maprapi/ua  Binepb,  f/iiO  BnLuec/iaBCbKm7i, 
Hara/iiyi  fo/iiOpoAa,  laan  UranKa,  f/iiO  Kaynyx  i  0/ibra 
KaLUMMOeKOBa... 

XapaKTepHHM  p,n9i  yKpamcbKoro  BiAeo  pboro  nepioAy  e, 
9\K  He  AUBHO,  aKTMBHe  BHKOpMCTaHHfl  pi/ITaT.  Ul/ITaTHiCTb 
BjpaTM/ia  CBOK)  aKjya/ibHicTb  BiApaay  nic/i5i  Toro,  51k 
saKiHHM/iocyi  saxon/iennyi  nocTMOAepHicTCbKi/iM  >kmbo- 
ni/icoM  Ha  noHajKy  90-x.  OAHax  a-hji  BiAeo  pew  npMMOM 
SHOBy  BMflBHBCfl  aKTya/ibHMM.  Barajo  poOij  Kinpa  90-x 
opieHTOBani  na  npMCBoeHHJi  ja  nepeiHaKiueHHfl  sa  Aono- 
MoroK)  nepeMOHTa>Ky,  nepec|DopMaTyBaHHfl  SMicjy  TBopiB 
K/iacMHHoro  KineMaTorpacjDy. 

TaKO>K  Hanpi/iKinpi  90-x,  na  SMiny  BiAeoMi/icTepTBy,  mo 
MMC/lHTb  C|DOpMaTOM  Te/ieBisil/IHOrO  fllAHKa,  npi/IXOAHTb 
iHLue  BiAeo,  CTBopene  p,n9\  eKcnosi/ipii/iHoro  npocTopy 
HOBoro  Ti/iny  —  «6/ieK  6oKcy»,  to6to  cnepia/ibHO  ctbo- 
peHoro  TeMHoro  sa/iy  s  npoeKpieK),  Ae  b  iAea/ii  myiAan 
noBMHen  sa/imuaTMC5i  caM  na  caM  s  eKcnonaTOM, 
cnpi/iMMaioHM  Moro  B>Ke  He  npocTO  yiKTe/ieKapri/iHKy,  a  51k 
BiAeo-iHCTa/umito  s  ycK/iaAnenoto  npocTopoBOto  aypoio. 
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The  second  half  of  the  1990s  was  probably  one  of  the  most 
fruitful  stages,  when,  unlike  the  early  1990s,  video  art  rose 
from  the  category  of  optional,  spontaneous,  though  at 
times  very  colorful  games  and  playing  with  new  techno¬ 
logies  inherent  to  painters,  to  the  rank  of  an  independent 
and  conscious  visual  practice.  During  this  period  artists 
appear  that  focus  mainly  on  media:  Oleksander  Veresh¬ 
chak  and  Margarita  Zinetz,  Natalia  Golibroda,  Ivan  Tsup- 
ka,  Gleb  Katchuk  and  Olga  Kashimbekova... 

A  characteristic  sign  of  Ukrainian  video  art  of  this  period 
was,  not  surprisingly,  the  active  use  of  quotations. 
Quoting  lost  its  relevance  immediately  after  the  enthusi¬ 
asm  for  postmodern  painting  dissolved  in  the  early  1990s. 
But  in  video  this  approach  was  again  demanded.  Many 
works  of  the  late  1990s  were  built  on  appropriation  and 
reincarnation  through  the  re-editing  and  reformatting 
of  the  content  of  classical  cinematography. 

Also  in  the  late  1990s,  video  art  that  thinks  in  the  form  of 
a  TV  box  is  replaced  by  a  different  kind  of  video  created 
for  a  new  type  of  exhibition  space:  the  black  box  —  a  spe¬ 
cially  created  dark  room  with  projection,  where  ideally 
the  viewer  is  alone  with  the  piece,  perceiving  it  not  simply 
as  a  television  picture,  but  as  a  video  installation  with 
a  complex  spatial  aura. 
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BucraBKa  CK/iaflaeTbca  3  ASKi/ibKOx  cmmc/iobmx  i  runo/io- 
riHHMx  6/iOKiB,  ctDopMa/ibHMx  /liHiM  Ta  ByB/iiB,  cepeA  jikmx: 
copia/ibHMM  nac,  Bisya/ibHa  aHTpono/ioria  (ji/iecHicTb, 
ncMXOAe/iiKa,  cexcya/ibHicTb),  «npo  KiHO»,  BiAeo-Aoxy- 
MeHT,  MeAia-iHCTa/i5iMi5i. 

OKpeMO  Ba>K/ll/1BO  BiABHaHMTM  My/lbTMMeAi^HiCTb,  BiAHyj- 
Hy  B  KOMn/ieKci  po6iT  Ha  Bi/iCTaBpi  b  ApceHa/ii.  MoBa  jyj 
He  /iHLue  npo  s/ihtta  a6o  BBaeMOBn/ii/iBM  piBHMx  MeAia: 
KapTMHM,  KiHeTMHHoro  o6pa3y,  cjDOT03o6pa>KeHH5i,  CKy/ibn- 
TypHoro  o6'eKTy,  aKycTMHHoTc|DopMM,  nepcjDopMaHcy,  aKiJ,if. 
nepiii  3a  Bce,  piKaBHM  e  poBiui/ipeHHfl  cepeAOBHma  icny- 
BaHHfl  HaiiioV  CBiAOMOCTi,  HaAaHHfl  noMy  hobhx  cryneniB 
CB060AH,  pyx/iHBOCTi  Ta  rHynKOCTi.  l/lAeTbca  npo  6araTO- 
cepeAOBMLAHicTb,  iAea/i  noBHoro,  6araTOBMMipHoro  yni- 
BepcyMy.  My/ibTi/iMeAiwHi  noLuyKi/i  npi/iTaMaHHi  po6oTaM 
AnaTO/iiyi  faHKeBi/ina  Ta  0/iera  Miraca,  Mi/ipoc/iaBa  Ky/ib- 
HMAbKoro  Ta  BaAHMa  HeKopcbKoro,  OoHAy  Maaoxa,  Apcena 
CaBaAOBa  Ta  reopria  CennenKa,  0/ieKcaHApa  rHn/ini4bKO- 
ro,  OKcaHH  Hene/iMK,  AHApi^i  BoapoBa,  flaB/ia  KepecTea... 
y  >KaHpi  0CMMC/ieHH5i  BBaeMOAii  eKpaHHOi  ecTeTi/iKi/i  3 
iHCTa/iyiiJ,iMHMM  cepeAOBMiAeM  npaiJ,K)Ba/iM  TaKO>K  EAyapA 
Ko/ioAifi  Ta  Irop  XoA3HHCbKMM,  KOTpi  npeACTaBM/iM  b  1995 
popi  npoeKT  «/loKa/ibHe  30HAyBaHHfl».  Te/ieBiaop  TyT  — 
OAHonacHO  i  Hocin  3o6pa>KeHHfl,  i  caMOCTmHi/iH  e/ieneHT 
Mi/iicHoV  o6'eMHoy  KOMnoBHpiT.  B  pbOMy  >k  HanpaMKy 
eKcnepi/iMeHTyBa/iM  O/iexcaHAP  PoMT6ypA,  r/ii6  KaTHyx, 
BacM/ib  Uaro/ioBTa  iHiui  mhtmI,  mo  HaMara/iMcsi  c/iiAyBaTi/i 

HOBMM  MeAiMHMM  Bi51HH51M. 
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The  exhibition  consists  of  several  conceptual  and  typo¬ 
logical  blocks,  formal  lines  and  nodes,  such  as:  social  time, 
visual  anthropology  (physicality,  psychedelics,  sexuality), 
"about  cinema,"  video  documentation,  media  installation. 

It  is  important  to  note  separately  the  multimedia  aspect 
of  the  works  on  display  at  Mystetskyi  Arsenal.  But  it's  not 
just  about  the  fusion  or  mutual  influence  of  different  me¬ 
dia:  pictures,  kinetic  images,  photo  images,  sculptural  ob¬ 
jects,  acoustic  forms,  performance,  actions.  What's  inte¬ 
resting  is  the  expansion  of  the  space  of  our  conscious¬ 
ness,  giving  it  new  degrees  of  freedom,  mobility  and  fle¬ 
xibility.  It  is  about  a  multitude  of  environments,  the  ideal 
of  the  complete,  multidimensional  universe.  Many  works 
in  this  vein  of  multimedia  examination  were  made  by 
artists  Anatoly  Gankevich  and  Oleg  Migas,  Miroslav 
Kulchitsky  and  Vadim  Chekorsky,  Masoch  Fund,  Arsen 
Savadov  and  Georgy  Senchenko,  Oleksander  Hnylytskyj, 
Oksana  Chepelyk,  Andrij  Bojarov,  Pavio  Kerestey...  Wor¬ 
king  in  the  genre  of  the  interaction  of  screen  aesthetics 
with  the  installation  environment  were  Eduard  Kolodiy 
and  Igor  Khodzinskiy.  In  their  1995  project  Local  Soun¬ 
ding  the  television  was  both  the  image  carrier  and  an  in¬ 
dependent  element  of  a  large  integral  composition.  Also 
experimenting  in  this  field  were  Oleksander  Roytburd, 
Gleb  Katchuk,  Vasyl  Tsagolov,  and  other  artists  who  were 
pursuing  trends  in  new  media. 
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JIMAM  3  BIAEOKAMEPAMM: 

MICTA  TA  XynO)KHI  nPMMOMII 
YKPAIHCbKOrO  BIAEO-APTY 
1990-X 

PEOPLE  WITH  VIDEOCAMERAS: 
CITIES  AND  ARTISTIC  METHODS 
OF  UKRAINIAN  VIDEO  ART 
IN  THE  199eS 


yiHiHa  ripyfleHKo 


lanina  Prudenko 


y 

flpyriM  no/ioBUHi  1980-x,  y  naci/i  nepe6yflOBM 
yKpaiHCbKi  xyflo>KHMKH,  BiflHyBLUM  noc/ia6/ieHH5i  ifleo- 
/loriHHoro  Ti/icxy,  noHUHatoTb  eKcnepi/iMeHTyBarn  3  hobm- 
MM  xyflo>KHiMM  MBAia.  Tax,  HanpuK/iaA,  y  /IbBOBi  3  BiAeo 
noHMHae  npaMtOBarn  AhapIm  BoflpoB,y  KniBCbKi/ixTeaTpax 
3'flB/iflK)TbCfl  nepiiii  cnpo6i/i  BiAeo-CMeHorpac|Dii  ^  .  BuxIa 
BiAeo-eKcnepi/iMeHTiB 3  aHAerpayHAy  noHi/iHaeTbcyi  Ha  no- 
HaTKy  1990-x,  ko/im  6e3  Kyniopja  cjDpycTpaMiTxyAO>KHMKM 
Ki/ieBa,  /IbBOBa,  OAeci/i  nona/iM  bmxoahtm  3  KaMepoio  Ha 
By/ii/ipi  i,  6i/ibLue  Toro,  BncTaB/iflTn  cboi  BiAeo-iHcra/iyiMiT 
B  Aep>KaBHnx  «K/iaci/iHHnx»  Myaeax.  XyAO>KHi/iKi/i  noHMHa- 
tOTb  Bi/ibHO  npaptOBari/i  3  hobi/imm  ctDopMaMM,  ctm/iamm, 
CKD>KeTaMi/i,  TexHO/iori5iMM.  flo6a  copia/iicTi/iHHoro  pea- 
/ii3My  BaKiHHyeTbcyi,  a  Cni/ixa  xyAO>KHMKiB  BTpanae  ana- 
HeHHfl  c|D/iarMaHa  Ky/ibjypHoro  >Ki/iTTfl.  B'^B/iatOTbca 
ckbotm;  OAHonacHO  noHHHaeTbca  axTi/iBHe  ocBoeHHJi 
aaKopAOHHMx  rpanriB  —  iH'eKpii/i  AeMOKpaTHMHi/ix  Ta  Kani- 
Ta/liCTMHHMXMiHHOCTeM  Ha  HOBHXTepi/ITOpiSIX  pi/lHKy  36yTy. 

PoBHOBiAb  npo  yKpaiHCbKMM  BiAeo-apT  1990-x  bIa  nonaTKy 
norpeOye  nepecToporM  npo  re,  lao  nani/icaHHa  icTopii 
yKpa'mcbKoro  BiAeo-apry  (ak  i  MeAia-apjy  b  pi/iOMy)  — 
Mapna  cnpaBa,  ocKi/ibKH  Bona  Bi/iyiBi/iTbCfl  nyHKTupHOio 
/liHieK),  y  yiKiii  HaMHacTiiue  npaKTi/iHHO  noBHicTK)  BiAcyjHi 
3B'513KM  Mi>K  piBHMMM  periOHaMM  Ta  nOKO/liHH51MM. 


1  XoHa  noAiSna  CBo6oAa  xapaKTepna  He  a-h^  Bcix  perioHie.  V  KiHui  1980-x  sa  eKcnepMMeH- 
Ta/ibHy  xyAO>KHK)  Ai^-nbHicTb  BaBHaeaB  yji/icKiB  flaHie/ib  OpiAMaH  —  BacHOBHHK  /laBepHoro 
CBiT/iOBoro  Teajpy  b  y>KropoAi- 

HaMiMOBipHiiue,  tbkb  ci/iTyai4i?i  ByMOB/ieHa  cy6'eKTi/iBHi/iMi/i  cfDaKTopaMi/i  i  Ba/ie>Ka/ia  bIa 
KOHcepBaTHBHOCTi  HH  /liOepa/ibHOCJi  nor/iyiAiB  oni/ibHHKiB  Ky/ibTypHi/ix  AenapjaMeHTiB 
MiCTa  Ta  KOHKpeTHI/IX  iHCTI/ITyuiM. 
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n  the  latter  half  of  the  1980s,  feeling  the  ideologi¬ 
cal  noose  loosened  under  perestroika,  Ukrainian  artists 
begin  to  experiment  with  new  artistic  media.  For  example, 
in  Lviv  Andrij  Bojarov  begins  working  with  video,  while  the 
first  attempts  at  video  scenography  appear  in  Kyiv  the¬ 
aters  L  Video  experiments  start  to  emerge  from  the  un¬ 
derground  in  the  early  1990s,  as  artists  in  Kyiv,  Lviv  and 
Odesa,  without  censorship  and  frustration,  begin  taking 
to  the  streets  with  cameras,  and  even  displaying  their 
video  installations  at  "classical"  state  museums.  Artists 
begin  working  freely  with  new  forms,  styles,  plots  and 
technologies.  It  was  the  beginning  of  the  end  of  the  era 
of  socialist  realism  and  the  Union  of  Artists  asfiagships  of 
cultural  life,  and  coincided  with  the  rise  of  art  squats  and 
injections  of  democratic  and  capitalist  values  into  new 
market  territories  in  the  form  of  foreign  grants. 

Before  talking  about  Ukrainian  video  art  of  the  1990s,  it 
should  be  noted  that  creating  a  history  of  Ukrainian  video 
art  (and  media  art  in  general)  is  futile,  as  it  would  gen¬ 
erate  a  dashed  line  with  few  or  no  connections  between 
different  regions  and  generations. 


1  This  freedom  did  not  extend  to  all  regions.  In  the  late  1980s,  Daniel  Friedman  —  founder 
of  the  laser  light  theater  in  Uzhhorod  —  faced  pressure  over  his  experimental  art. 

However,  situations  such  as  this  were  probably  influenced  by  subjective  factors  and  de¬ 
pended  on  whether  the  heads  of  the  local  cultural  departments  or  specific  institutions 
held  conservative  or  liberal  views. 
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HacTKOBO  Me  noflCHK)€TbCfl  BiflcyTHicTK)  B  VKpaiHi  npo- 
ctDi/ibHoT  iHCTMTyMiV,  ak-ot  WRO  y  cyciflHii/i  rio/ibmi  a6o  /ie- 
reHflapHa  ZKM  y  HiMenHUHi.  TaKO>K  Ba>K/iMBa  npi/iHi/iHa 

—  Me  BiAcyTHicTb  BiAAi-neHb  hobmx  MeAia  y  Aep>KaBHMX 
aKaAeMiyix,  KO/ieA>KaxTa  lUKO/iax  MUCTeMTB,  lao  ra/ibMye 
HapoA>KeHHyi  BiTHi/i3H5iHi/ix  LUKi/i  yKpaiHCbKoro  BiAeo-apjy 
Ta  He  cnpi/iae  KOMyniKaMii  Mi>K  noKO/iiHHflMn  xyAO>KHi/iKiB. 
Ta,  nonpM  mg,  hhhI  MO>KeMO  roBopMTM  npo  oco6/inBi 
xapaKTepi/iCTHKM  neBHi/ix  perioHiB  Ta  cneMnc|DiHHi  piiCH 
yKpaiHCbKoro  BiAeo-apjy  1990-x. 

riepiui  eKcnepMMeHTM  3  aHa/ioroBHM  BiAeo  Ha  nonarKy 
1990-x  BHHHKatOTby  Ki/ieBi,/lbBOBi  ra  OAeci,  a  raKOKnacT- 
KOBO  y  XapKOBi  ^  (nepiui  eKcnepi/iMeHTM  3  BiAeo  fpyni/i 
LUBMAKoro  pearyBaHHJi  f\n9\  npoeKTy  MapTi/i  Ky3bMM  «A/i- 
xiMiHHa  KaniTy/iyiMi5i»  1994  poxy)  Ta  iBaHO-OpaHKiBCbxy  ^ . 
HoBa  Ao6a  Mn^poBoro  BiAeo  poanoHi/inaeTbcyi  y  Apyrin 
no/iOBMHi  1990-x  —  3  1997  poxy  —  poxy  3acHyBaHHa  y 
xMiBCbxoMy  14CM  Copoca  nporpaMi/i  lHC|DoMeAiaBaHx, 
npi/iCBflHeHoT  MucjDpoBHM  MeAia.  IHe  OAHa  anaxoaa  p,n9\  ic- 
Topii  yxpaiHCbxoro  BiAeo-apTy  noAiJi  1997  poxy  —  ctbo- 
peHH5i  Ha  xy/ibTypniM  ManiVxpaTHi/ixepcoHCbxoroTOTEMy 

—  caMoOyTHboro  yiBi/ima  yxpaiHCbxoro  cynacHoro 
MMCTeMTBa,  Ba>x/inBicTb  flxoro  3a/imuaeTbCfl  neAOOMi- 
HenoK)  AOTenep. 


2  C/liA  BaBHaHMTM,  LAO  XapKiB  AOTenep  3a/iLiLuaeTbc?i  terra  incognita  na  Mani  yKpa'mcbKoro 
BiAeo-apjy,  lao  BnaHHOLO  Mipoto  syMOB/ieno  BiAcyTHicTto  iHjepecy  ao  wore  apxiBauii  Ta 
ana/iiBy  MicueBUMn  AOC/iiAHUKaMn  Ta  iHCTHTyuiyiMn  cynacHoro  MucjeuTBa. 

3  fluB.  CTaTTK)  AnaTO/iiji  3Bi>KMHCbKoro  a-h^  cawTy  BiAKpuToro  apxiay  yKpa'mcbKoro  MeAia- 
apjy:  3Bi>Ki/iHCbKi/iM  A.  iBano-OpaHKiBCbKi/iM  BiAeoapj 

//  http://mediaartarchive.org.ua/publication/ivano-frankivskiy-  videoart/ 
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In  part,  this  can  be  explained  by  the  absence  of  a  specia¬ 
lized  institution  in  Ukraine,  such  as  the  WRO  Art  Center  in 
neighboring  Poland  or  Germany's  legendary  ZKM  |  Center 
for  Art  and  Media.  Another  main  reason  is  the  absence  of 
new  media  departments  at  state  academies,  colleges  and 
art  schools,  which  does  not  allow  for  the  birth  of  Ukrainian 
schools  of  video  art  or  promote  communication  between 
different  generations  of  artists.  In  spite  of  this,  today 
we  can  point  out  regional  characteristics  and  features  of 
Ukrainian  video  art  from  the  1990s. 

The  first  experiments  in  analog  video  in  the  early  1990s 
appear  in  Kyiv,  Lviv,  and  Odesa,  and  also  partly  Kharkiv^ 
(the  first  video  experiments  by  the  Fast  Reaction  Group 
for  Marta  Kuzma's  project  Alchemical  Capitulation  in 
1994)  and  Ivano-Frankivsk^.  The  new  age  of  digital  video 
begins  in  the  second  half  of  the  1990s,  with  the  estab¬ 
lishment  in  1997  of  the  InfoMediaBank  digital  media  pro¬ 
gram  at  the  Soros  Center  for  Contemporary  Art  (SCCA)  in 
Kyiv.  Another  milestone  in  the  history  of  Ukrainian  video 
art  was  the  appearance  on  Ukraine's  cultural  map,  also 
in  1997,  of  Kherson's  TOTEM  —  a  unique  phenomenon  in 
Ukrainian  contemporary  art  whose  importance  remains 
underestimated  to  this  day. 


2  In  many  ways  Kharkiv  remains  terra  incognita  on  the  map  of  Ukrainian  video  art  due  to 
the  lack  of  interest  in  its  archiving  and  analysis  by  art  researchers  and  contemporary  art 
institutions. 

3  See  Anatoliy  Zvizhynsky's  article  for  the  Open  Archive  of  Ukrainian  Media  Art:  "Iva- 
no-Frankivsk  Video  Art"  (in  Ukrainian) 

//  http://mediaartarchive.org.ua/publication/ivano-frankivskiy-  videoart/ 
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Ko>KHe  3  nepe/iineHnx  mIct  Mae  e/iacHi  xyAO>KHi  oco6- 
/iMBOCTi  BiAeo-apry,  mo  CBiAHUTb  Ha  KopncTb  jesM  npo 
aBTOHOMHicTb  poBBHTKy.  Tax,  HanpMK/iaA,  A-H^  KweBa  6yB 
Ti/inoBHM  BiAeo-apT,  jikmm  nona/iM  CTBopKDBaTi/i  xyAO>K- 
HMKM  3i  CKBOTy  Ha  flapKOMyni  Ta  Ha6/iM>KeHi  ao  pboro  ko- 
/la  —  O/iexcaHAP  rHi/i/ii/iMbKi/iM,  I/1/151  HiMKan,  Apcen 
CaBaAOB  Ta  feoprii/i  CennenKO,  Ki/ipM/io  ripopenKO, 
BacH/ib  Uaro/iOB  Ta  iHiui.  BoKpeMa,  O/iexcaHAP  Co/iobmob 
noB'flaye  no^By  BiAeo-apTy  na  flapKOMyni  3  Kpi/i30io  exc- 
no3i/iiJ,iMHOCTi  Mi/icTeiJ,TBa  B  MO/ioAiM  He3a/ie>XHiM  xpaini 
Ta  noTpe6oK)  AO/iyHMTi/ic5i  ao  noLui/ipeHi/ix  cbItobhx  mmc- 
TepbXHx  npaxTMx.  UixaBO  Te,  mo  npaxTi/iHHO  Bci  naBBani 
xyAO>xHnxi/i  AO  xiHMfl  1990-x  noBepHy/ii/icfl  ao  TpaAnpiw- 
HMX  xyAO>xHix  3aco6iB  (a/ie  aoxto  Bce  >x  npoAOB>xyBaB 
excnepi/iMeHTyBaTi/i  3  hobmmm  MeAia  i  naAa/ii).  ixni  exc- 
nepi/iMeHTM  AOBri/iM  Hac/imua/ii/icyi  no3a  yaaroK),  ocxi/ibxi/i 
napxoMyniBCbxi/iM  BiAeo-apT  y  Ha/ie>XHOMy  MacLUTa6i 
npaxTHHHO  HiAe  ne  excnonyBaBca  b  yxpa'mi  1990-x. 

fl/ifl  /ibBiBCbXHx  excnepMMeHTiB  i3  ameo  nonaTxy  1990-x 
CTa/10  Ti/inoBMM  CTBopeHHyi  BiAeoAoxyMeHTaMii'  nepc|Dop- 
MaHcy.  y  MbOMy  >xaHpi  npaqioBa/iM  Ooha  Maaoxa  (Irop 
□oAO/ibHax  Ta  Irop  flHDpi/iH),  Baci/i/ib  Ba>xaM,  fleTpo 
CTapyx,  B/ioaxo  Kayc|DMaH,  ranna  KypTa  BixTopfloara/iiox 
(paaoM  3  A/ibc|DpeAOM  MaxcHMenxoM)  Ta  in.  JlbBiacbxe 
aiAeo  nepctDopMancia  Mixaae  ne  Ti/ibxn  ax  Hoaa  xyAO>xHfl 
cjDopMa,  a/ie  m  six  AoxyMeHTaMisi  enoxM  CTpiMxi/ix  bmIh 
nepiiiMX  poxiB  He3a/ie>XHOCTi  yxpaiHi/i  . 


4  fli/iB.  flOK/iaAHiiue  CTaTTKO  Borflana  LUyMi/i/iOBi/iHa  cawTy  BiAKpi/iToro  apxiBy 
yKpaiHCbKoro  MeAia  apjy:  LLlyMi/i/iOBi/iH  B. /IbBiBCbKe  MGAiaMi/icTeuTBo:  kopotki/im  eKCKypc 
//http://mediaartarchive.org.ua/publication/lvivske-media-  mistectvo/ 
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The  video  art  coming  out  of  each  of  these  cities  had  its 
own  artistic  features,  which  supports  the  thesis  that  they 
developed  autonomously.  For  example,  in  Kyiv  it  was  typi¬ 
cal  to  create  video  art  similar  to  what  was  being  created 
by  the  Parcommune  squatters  (Paris  Commune  Street, 
today  Mykhailivska  Street)  and  those  close  to  this  circle 
—  Oleksander  Hnylytskyj,  Iliya  Chichkan,  Arsen  Savadov 
and  Georgy  Senchenko,  Kirill  Protsenko,  Vasyl  Tsagolov, 
and  others.  Oleksander  Soloviov  associates  the  emer¬ 
gence  of  video  art  at  Parcommune  with  the  lack  of  exhi¬ 
bition  activities  in  the  young  independent  country,  and 
the  need  to  join  popular  artistic  practices.  Interestingly, 
nearly  all  these  artists  returned  to  traditional  forms  of 
art  by  the  end  of  the  1990s  (although  some  did  continue 
to  experiment  in  new  media).  Parcommune  video  art  was 
almost  never  exhibited  in  Ukraine  in  the  1990s,  and  so 
their  experiments  went  unnoticed  for  a  long  time. 

Recording  performances  was  characteristic  of  video 
experiments  in  Lviv  in  the  early  1990s.  This  genre  was 
represented  by  Masoch  Fund  (Ihor  Podolchak  and  Ihor 
Dyurych),  Vasyl  Bazhaj,  Petro  Starukh,  VIodko  Kaufman, 
Hanna  Kuts  and  Victor  Dovhalyuk  (together  with  Alfred 
Maksymenko),  and  others.  Lviv  video  of  performances  is 
interesting  not  only  in  that  it  represents  a  new  artistic 
form,  but  is  also  documentation  of  an  era  —  the  turbulent 
early  years  of  Ukrainian  independence^ 


4  See  Bohdan  Shumylovych's  article  for  the  Open  Archive  of  Ukrainian  Media  Art: 
"Lviv  Media  Art:  A  Brief  Excursion"  (in  Ukrainian) 

//  http://mediaartarchive.org.ua/publication/lvivske-media-  mistectvo/ 
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AHApiPi  BoapoB 
7  nopTperiB,  1990-1991 
Bipeo 

Andri]  Boyarov 
7  Portraits,  1990-1991 
Video 
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O/ier  fHaTiB  / 

Tapac  ripoxacbKo 

KbItm  CBRTOrO  0paHLiMCKa 

1993 

BiAeo 

Oleh  Hnativ  / 

Taras  Prokhasko 
The  Flowers 
of  St.  Francis 
1993 
Video 


neipo  Ciapyx 
MaHHa,  1993 

Bifleo-AOKyMeHiapifl  nep(|)opMaHcy 
HaAaHO  «MicbKMM  MeAiaapxiBOM»  LjeHipy 
MicbKoi  icTopii  UeHipa/ibHO-CxiAHoi  GBponn 

Petro  Starukh 
Manna,  1993 

Video  docunentation  of  perfornance 
Courtesy  of  the  Urban  Media  Archive  of  Centre 
for  Urban  History  of  East  Central  Europe 
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B  OAeci  nonaTKy  1990-x  Hai/inony/iyipHiLuoio  c|DopMoio  si- 
fleo-apry  cra/ia  BiAeo-iHcra/iJiuiJi.  TaK,  icTopiyi  OAecbKoro 
BiAeo-apjy  noHUHaeTbca  3  po6oTM  0/iera  Miraca  Ta  Ana- 
TO/iia  raHKeBMHa  «fleHb  bIakphtux  ABepeM»  (1993),  lao  ex- 
cnoHyBa/iaca  cnepiuy  b  MockbI,  a  noTiM  Ha  BiAxpuTTi  kmi'b- 
cbKoro  UCM  Copoca  ^.CjaHOM  Ha  cepeAMHyja  Kineub  1990-x 
OAecbKMM  MeAia-apT  MaB  naiiKpaiAy  /loxa/ibHy  excnoBH- 
MiMHy  icTopiK).  BoKpeMa,  BucraBKH  po6iT,  CTBopeHHxy  ho- 
BMX  MeAia,  nacTO  eKcnoHyBa/iMca  b  Myseax,  lao,  mI/ikom 
MO>K/inBO,  noB'asaHO  3i  cnaAKOBOLO  TpaAHMieio  ao  bhho- 
ceHHyi  «Hec|DopMaTHoro»  MMcreuTBa  y  30Hy  ny6;iiHHoro  ® . 
ripaKTMHHO  Bci  /IbBiBCbKi,  TBK  i  OAeCbKi  XyAO>KHMKH,  LAO 
npaAK)Ba/ii/i  3  BiAeo  y  1990-x,  no/iMLUM/in  u,\  excnepuMeHTH 
Ha  nonaTKy  2000-x  a6o  naaiTb  HanpuKinui  1990-x. 

Ha  XepcoHLAMHi  nepujnM  BiAeo-apj 3'yiB;iyieTbcyi  b  1994  po- 
Mi  ^ ,  a  1996  poxy  MaxcuM  i  O/iena  Ac|DaHacbeBM  aacHOBytOTb 
rpyny  TOTEM,  yixa  ocb  y>xe  AsaAMJiTb  poxiB  e  ynixa/ibHUM 
yiBMLAeM  cynacHoro  yxpaiHCbxoro  Mi/icjeuTBa  Ta  eamhhm 
npnx/iaAOM  20-piHHoyxyAO>xHboTcnaAxo€MHOCTi  noxo;iiHb, 
HeTHHOBHM  p,n9\  iHLUMx  porioHiB  yxpaiHCbxoro  MOAia-apry  ® . 
TOTEM  —  ui/ixoBMTO  He3a;ie>xHa  oahhuaji,  axa  boag  ax- 
TMBHy  Mi>XHapoAHy  Ai^i-nbHicTb  i  BnnpaMioBa/ia  B/iacHUM 
BniBHaBaHMM  ipoHinnui/i  xyAO>XHii/i  CTH/ib. ynacHHXH TOTEMy 
Ha3i/iBaHDTb  ce6e  HaiAaAKaMU  flaBHAa  Byp/iraxa  Ta  Ihluhx 
c|DyTypMCTiB,  axi  3a/imuM/iM  CBiM  c/iiA  b  icTopn  Xepcona. 


5  fluB.  AOK/iaflHiLue  ct3tt\o  Muxai^/ia  PaiuKOBeubKoro  cawTy  BiAKpuToro  apxiBy  yKpa'mcbKoro 
MGAia  apTy:  PaiuKOBeuKUM  M.  l/lcTopn?!  OAeccKoro  BHAeoapTa:  KpaTKUM  onepK 
//http://mediaartarchive.org.ua/publication/istoriya-odesskogo- vidioarta-kratkiy-  ocherk/ 

6  MaeTbCJi  Ha  yaasi  «napKaHHa  BncTaBKa»  (1967)  CTaHic/iaea  Cunoea  i  Ba/ieHTuna  Xpyiua, 
opraHiBOBana  sa  ciM  poKia  ao  BiAOMoT«By/ibA03epHOi  BncTaBKn»  (1974)  na  OKO/inui  Mockbm. 

7  fluB.  BiAeo  «Be/i03epcKMe  pa36opKM»: 

https://www.youtube.com/watch?v=9So6-byemnk&amp;list=HL1396782244&amp;feature=mh_lolz 

8  fluB.  6i/ibLu  AOK/iaAHO  CTaTTto  MaKca  AcfiaHacbeea  «BnAeoapT  b  XepcoHe»  a-h^  cawTy  BiAKpuToro 
apxiay  yKpaiHCbKoro  MOAia  apTy  //  http://mediaartarchive.org.ua/publication/videoart_in_kherson/ 
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In  Odesa  in  the  early  1990s,  video  installation  became 
the  most  popular  form  of  video  art.  The  history  of  Odesa 
video  art  begins  with  Oleg  Migas  and  Anatoly  Gankevich's 
Open  Day  (1993),  which  was  first  shown  in  Moscow  and 
later  at  the  opening  of  SCCA-Kyiv^.  In  the  mid-  and  late- 
1990s,  Odesa  media  art  was  the  most  locally  exhibited. 
These  exhibits  of  new  media  artworks  were  often  held 
in  museums,  which  could  be  contributed  to  the  local  tra¬ 
dition  of  bringing  "alternative"  art  to  the  public  sphere®. 
Nearly  all  the  Lviv  and  Odesa  artists  who  worked  with 
video  in  the  1990s  abandoned  these  experiments  in  the 
early  2000s,  or  even  by  the  end  of  the  1990s. 

The  first  video  art  in  Kherson  appears  in  1994  ^  and  in 
1996  Max  and  Elena  Afanasyev  establish  TOTEM  group, 
which  for  twenty  years  has  been  a  unique  phenomenon 
in  contemporary  Ukrainian  art,  its  continuity  bringing 
together  artists  of  different  generations  —  something 
that  is  uncharacteristic  of  media  art  in  other  regions  of 
Ukraine.®  TOTEM  is  an  independent  entity  that  is  active 
internationally  and  is  known  for  its  signature  ironic  artis¬ 
tic  style.  The  participants  of  TOTEM  call  themselves  the 
descendants  of  David  Burliuk  and  other  Futurists  who  left 
their  mark  on  the  history  of  Kherson. 


^  See  Mikhail  Raskovetsky's  article  for  the  Open  Archive  of  Ukrainian  Media  Art:  "History  of  Odessa 
Video  Art:  A  Brief  Overview" 

//  http://mediaartarchive.org.ua/eng/publication/istoriya-odesskogo-vidioarta-kratkiy-  ocherk/ 

®  Referring  to  the  unofficial  "Fence  Exhibition"  (1967)  held  in  Odesa  by  Stanislav  Sychev  and  Va¬ 
lentin  Khrushch,  seven  years  before  the  famous  "Bulldozer  Exhibition"  (1974)  in  a  forest  outside 
Moscow. 

^  See  the  video  "Belozerka  Affairs": 

https://www.youtube.com/watch?v=9So6-byemnk&amp;list=HL1396782244&amp;feature=mh_lolz 

^  See  Max  Afanasyev's  article  for  the  Open  Archive  of  Ukrainian  Media  Art:  "Video  Art  in  Kherson" 
//http://mediaartarchive.org.ua/eng/publication/videoart_in_kherson/ 
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AHaiojiiPi  raHKeBMH  / 

O/ier  Mirac 

neHb  BiffKpMTMx  RBepevi 
1993 

OparMeHT  iHCia/ifluii 

Anatoly  Gankevich  / 

Oleg  Migas 
Doors  Open  Day 
1993 

Fragwent  of  installation 
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AHaTOJiiPi  raHKeBMH  / 

O/ier  Mirac 
OmiineHHff,  1991 
npeseHiauifl  npoeKiy 
rajiepea  Mapaia  fe/ibMaHa, 
MocKBa 

Anatoly  Gankevich  / 

Oleg  Migas 
Purification,  1991 
Presentation  of  the  project 
Marat  Guelnan  Gallery, 
Moscow 
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iHCTMTyMieK),  LUO  Haflaea/ia  niflrpi/iMKy  y  CTBopeHHi 
MMcjDpoBoro  Bifleo-apjy  xyAO>KHMKaM  3  pisHnx  perioHiB  — 
OflecM,  Ki/ieBa,  XapxoBa,  flHinponerpoBCbKa,  HepKac  Ta 
iH.  —  CTaB  y  1990-x  UCM  Copoca.  OpieHraum  Ha  hob! 
Meuia  y  Ky/ibTypHiH  no/iiTMui  UCM  CTa/ia  oneBi/iAHOK)  bIa 
nepLiiMX  copociBCbKi/ix  npoexTiB  b  YKpaiHi  (HanpuK/iaA, 
«A/ixiMiHHOi  KaniTy/i5iMiT»  (1994,  CeBacTono/ib,  cjDperaT 
«reTbMaH  CaraMAaHHMM»),  KypaTopcbKoro  npoeKTy  nep- 
luoT  AnpeKTopKH  UCM  MapTH  KysbMi/i). 

3a  ASKi/ibKa  poxiB  UCM  Copoca  BiAKpHBacTbCfl  i  b 
OAeci.  3aBA5iKM  Moro  Ai^-nbHOCTi  Ta  niATpi/iMui  3  BiAeo 
nOHMHaHDTb  npaUHDBaTM  XyAO>KHMKM  AHaTO/liM  raHKeBMH, 
0/ier  Mirac,  AhapIm  Ka3aHA>KiM,  Mi/ipoc/iaB  Ky/ibHHUbKi/iM 
Ta  BaAUM  HeKopcbKm/i,  VTa  Ki/iTep  Ta  BixTop  Ma/iapeHKO, 
O/iexcaHAP  Poi/iT6ypA  Ta  m.  TaKO>K  3aBAJiKn  UCM 
3'flB/iflK)TbCfl  npi/iHMnnoBO  hobI  iMOHa  OASCbKoro  BiAeo- 
apTy,  cepeA  jikmx  rni6  KaTHyx  Ta  0/ibra  KaLunMGexoBa, 
Irop  ryccB.  Ha  oahIm  i3  piHHMX  3BiTHMX  Bi/icTaBOK  B  OAecb- 
KOMy  UCM  aMepHKaHCbxa  xypaTopxa  MOAia-apTy  Bap6apa 
/lOHAOH  no6aHn/ia  po6oTy  «ncnxoAe/iiHHe  BToprHeHHa 
naHuepHMKa  "floTbOMKiH"  y  TaBTO/ioriHHi/iM  ra/iK)UMH03 
Ceprisi  EM3eLUTeMHa»  (1998)  O/iexcaHApa  PoMT6ypAa  Ta 
nopeKOMeHAyaa/ia  ii  a-hsi  npMA6aHHyi  ao  KO/ieKuii  MoMA 
(HbKD-l/lopK),  LUO  AOTenep  3a/imuaeTbC5i  oahmm  3  bhhsit- 
KOBHX  npi/iK/iauiB  icTopiV  yxpaTHCbKoro  Biueo-apTy, 
3Ae6i/ibLuoro  /imuaeTbCfl  no3a  yaaroio  BiTHHBHaHHx  i  Mi>K- 
HapoAHHx  Myaei/iHHXTa  npi/iBaTHMx  KO/ieKuin. 
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In  the  1990s,  the  institution  that  was  supporting  artists 
creating  digital  video  art  in  different  regions  —  Odesa, 
Kyiv,  Kharkiv,  Dnipropetrovsk,  Cherkasy  and  elsewhere 
—  was  the  Soros  Center  for  Contemporary  Art.  The  focus 
on  new  media  in  SCCA's  cultural  policy  was  evident  with 
the  very  first  Soros-funded  projects  in  Ukraine.  For  ex¬ 
ample,  Alchemical  Capitulation  (1994,  Sevastopol,  frigate 
Hetman  Sahaidachny),  a  curatorial  project  by  the  first  di¬ 
rector  of  SCCA,  Marta  Kuzma. 

Several  years  later,  SCCA  opens  a  branch  in  Odesa  and 
provides  impetus  and  support  to  local  artists  who  would 
begin  working  in  video  —  Anatoly  Gankevich,  Oleg  Mi- 
gas,  Andriy  Kazandzhiy,  Miroslav  Kulchitsky  and  Vadim 
Chekorsky,  Ute  Kilter  and  Victor  Malyarenko,  Oleksander 
Roitburd,  and  others.  Thanks  to  SCCA,  new  names  in  Ode¬ 
sa  video  art  also  appear,  such  as  Gleb  Katchuk  and  Olga 
Kashimbekova,  Igor  Gusev.  At  one  of  the  annual  exhibi¬ 
tions  at  SCCA-Odesa,  American  media  art  curator  Barba¬ 
ra  London  saw  Oleksander  Roitburd's  Psychedelic  Inva¬ 
sion  of  the  Battleship  Potyomkin  into  Sergey  Eisenstein's 
Tautological  Hallucinations  (1998)  and  recommended  that 
it  be  acquired  by  MoMA  (New  York)  for  its  collection.  It  re¬ 
mains  an  unprecedented  event  in  the  history  of  Ukrainian 
video  art  that  still  draws  little  attention  of  Ukrainian  and 
foreign  museums,  and  private  collectors. 


33 


O/ieKcaHflp  PoMT6ypA 

flci/ixoffeniHHe  BToprHeHH^  nanpepHi/iKa  «noTbOMKiH» 
y  TaBTonoriHHMM  raniopMHoa  CepriB  EMseHinreMHa,  1998 
Bifleo 

Oleksander  Roitburd 

Psychedelic  Invasion  of  the  Battleship  Potyomkin 

into  Sergey  Eisenstein's  Thautological  Hallucinosis,  1998 

Video 
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y  KMiBCbKOMy  UCM  Copoca  6y/io  CTBopeHO  nepiuy  (ja 
Aoci  eflMHy)  MeAia-/ia6opaTopiK)  p,n9\  xyAO>KHMKiB  IhcJdo- 
MeAiaBaHK  ® ,  mo  Ma/ia,  6e3  nepeSi/ibiueHHfl,  HaMnpMCTOM- 
Hiiuy  Ha  TOM  sac  b  yKpa'mi  high  tech  lab  Ta  Aaaa/ia  3Mory 
MO/IOAUM  XyAO>KHI/1KaM  03Hai?i0MI/1TI/1Cfl 
niA  Hac  BopKiuoniB 

3  TaKMMM  nporpaMaMM  Ta  >KaHpaMM 
MeAia-apjy  9\k  MopcjDiHr,  reHepaji/iBHe 
MMcrepTBO,  iHTepaKTHBHe  MHcrepTBO, 

3D-MOAe/iK)BaHHfl,  net.artnaKer  «Mac- 
romedia  Director».  Barajo  b  HOMy  3aB- 
A51KM  iHcjDoMeAiaBaHK  po3noHa/iac5i 
MMcjDpoBa  epa  yKpaiHCbKoro  BiAeo-apjy, 

□peACTaB/ieHa  iMeHaMi/i  f/iiba  KajnyKa 
Ta  0/ibrn  KaiuHMbeKOBoV,  O/iexcaHApa 
Bepemaxa  Ta  Maprapi/iTi/i  BiHepb,  laa- 
Ha  Ukdokm,  HaTa/iiV  fo/iibpoAn,  f/iiba 
Bi/iLuec/iaBCbKoro,  iHCTi/iTypii  HecTa- 
6i/lbHMX  AyMOKTa  iH. 


rni6  Kainyx 
$aHTOMHi  6oni-2 
1997 
Bifleo 


Gleb  Katchuk 
PhantoM  pains-2 
1997 
Video 


BBepTaKDHMCb  AO  BiAeopobiT,  CTBopeni/ix  y  1990-x,  MO>KHa 
npocTe>KMTi/i  AOKi/ibKa  Ten  Ta  Bi3ya/ibHnx  npm?ioMiB,  xapax- 
TepHi/ix  A-nyi  HapaTMBy  Ta/a6o  cjDopMM  BTi/ieHHyi  Mi/icTepTBa: 
Epoc  i  TaHaToc,  OnTi/iHHi  i/itoaii',  Loop,  HiMe  kIho  Ta  Kpi/iTi/i- 
Ka  TB. 


9  fli/iB.  6i/ibLu  AOK/iaflHO  ct3tt\o  Haja/ii  MaH>Ka/iiM  «HoBi  Tepi/iTopii  MucTeuTBa:  pobbutok 
KOMn'KDTepHO-e/ieKTpoHHoro  Mi/iCTeuTBa  BVKpaiHi  (Kineub  1990-x  -  nonaTOK  2000-x)» 

A/i^  cawTy  BiAKpuToro  apxiay  yKpaiHCbKoro  MGAia  apTy 
//  http://mediaartarchive.org.ua/publication/novi-teritorii-  mistectva/ 
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The  first  (and  to  this  day  only)  media  laboratory  for 
artists  —  InfoMediaBank  ®  —  was  set  up  at  SCCA-Ky- 
iv.  It  was,  without  exaggeration,  the  most  high-tech 
lab  in  Ukraine  at  the  time,  and  offered  workshops 
introducing  young  artists  to  such  media  art  genres 

as  morphing,  generative  art, 
interactive  art,  3D  modelling, 
net.art,  and  programs  such  as 
Macromedia  Director.  In  many 
ways,  InfoMediaBank  was  re¬ 
sponsible  for  ushering  in  the 
digital  era  of  Ukrainian  video 
art,  represented  by  such  ar¬ 
tists  as  Gleb  Katchuk  and  Olga 
Kashimbekova,  Oleksander  Ve¬ 
reshchak  and  Margarita  Zinets, 
Ivan  Tsupka,  Natalia  Golibro- 
da.  Glib  Vysheslavsky,  Institu¬ 
tion  of  Unstable  Thoughts,  and 
others. 

Several  themes  and  visual  techniques  characteristic 
of  the  narrative  and/or  form  of  art  —Eros  and  Thana- 
tos,  optical  illusions,  loop,  silent  film  and  TV  criticism 
—  can  be  traced  in  the  video  works  from  the  1990s. 


^  See  Natalia  Manzhali's  article  for  the  Open  Archive  of  Ukrainian  Media  Art: 

"New  Art  Frontiers:  The  Development  of  Electronic  Art  in  Ukraine  (End  of  the  1990s  — 
Beginning  of  the  2000s) 

//http://mediaartarchive.org.ua/eng/publication/novi-teritorii-  mistectva/ 
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TeMa  Epocy Ta  TaHarocy  6y/ia  Ti/inoBa  fl,n9\  yKpa'mcbKoro 
MMcreMTBa  nonaTKy  1990-x  pp.  (0/ieKcaHflp  rHM/imj,bKMM 
«Cn/iflHa  KpacyHfl»,  1992,  Kupn/io  MiHKaH  «nopiBHfl/ibHa 
aHaTOMia»,  1995,  Bacn/ib  Uaro/iOB  «Mo/iOHHi  coci/1Cki/1», 
1994,  ApceH  CaBaAOB  /  feopriM  CeHMCHKO  «rep6i/i»,  1994). 
BoHa  3yMOB/ieHa  BiflHyTjyiM  He6yBa/ioT  cbo6oah  xyAO>K- 
HMKa  nic/iyi  posnaAy  CPCP:  BiAMiHOK)  Ta6yKDBaHH5i  TeMi/i 
ceKcy  Ta  ceKcya/ibHOCTi,  aKTya/iisapieio Ti/iecHoi  npo6/ie- 
MaTMKM.  BoKpeMa,  u,9\  TeMa  acKpaao  BTi/iena  y  TBopnocTi 
npeACTaBHMKa  yKpa'mcbKoro  TpancaBaHrapAy  Ta  kmTb- 
CbKorocKBOTy«napKOMyHa»  — 0/ieKcaHApa  rHM/iMpbKoro. 
Oro/ieHi  Ti/ia,  po3Ma/ibOBaHi  jik  CKe/ieTH,  TaHMHDioTb,  bIa- 
6MBaKDHi/icb  y  Kpi/iBi/ix  A3epKa/iax  i3  KiMHaTH  CMixy  y  BiAeo 
«TaHOK»  (0/ieKcaHAP  rHi/i/imj,bKMM,  Mbkcmm  MaMciKOB,  Ha- 
Ta/ifl  Oi/iOHeHKO,  1993).  Tax  caMO  oro/ieHi  Ti/ia  mm  6aHMMO 
y  BiAeo-AOKyMeHTaMii  nepc|DopMaHcy  «XpecTM»  (1993) 
/ibBiBCbKMx  MMTpiB  faHHM  Kyii,  Ta  BiKTopa  flOBra/iiOKa,  9\k\ 
BMKOHyioTb  pMTya/ii30BaHi  Aii  3  niAKpec/ieHO  BM6i/ieHMMM 
Ta  6e3eM0iJ,iMHMMM  oG/imhhjimm.  no36aB/ieHe  Ayxy  Ti/io  9\k 
iAea/ibHe  yHaoHHeHHa  TaHaTocy  CTae  o6'eKTOM  aoc/iIa- 
>KeHHfl  BiAeoKaMepM  Bo/iOAUMMpa  My>KecbKoro  («Phos- 
phorusflesh»,  1995). 
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The  theme  of  Eros  and  Thanatos  was  characteristic  of 
Ukrainian  art  of  the  early  1990s.  (Oleksander  Hnylytskyj 
Sleeping  Beauty,  1992,  Kyrylo  Chichkan  Comparative 
Anatomy,  1995,  Vasyl  Tsagolov  Milk  Sausages,  1994,  Ar¬ 
sen  Savadov  /  Georgy  Senchenko  Crests,  1994). 

This  was  a  response  to  the  artist's  sense  of  unpreceden¬ 
ted  freedom  after  the  fall  of  the  Soviet  Union:  sex  and 
sexuality  were  no  longer  taboo,  physical  issues  were  ac¬ 
tualized.  This  theme  flows  through  the  works  of  the  vivid 
representative  of  the  Ukrainian  transavantgarde  move¬ 
ment  and  Kyiv's  Parcommune  squat  —  Oleksander  Hny¬ 
lytskyj.  Naked  figures  with  skeleton  body  paint  dance  in 
front  of  funhouse  mirrors  in  the  video  Dance  (Oleksander 
Hnylytskyj,  Maksim  Mamsikov,  Natalia  Filonenko,  1993). 
We  also  see  nude  bodies  in  the  video  documentation  of 
the  performance  Crosses  (1993),  in  which  Lviv  artists  Han¬ 
na  Kuts  and  Victor  Dovhalyuk  perform  ritual  actions,  their 
faces  whitewashed  and  unemotional.  The  spiritless  body, 
as  the  ideal  illustration  of  Thanatos,  becomes  an  object  of 
study  for  Volodymyr  Muzhesky's  video  camera  {Phospho- 
rusflesh,  1995). 
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(Doha  MaBOxa 

non  Hot,  1999-2001 

Bifleo 

Masoch  Fund 

Pol  Pot,  1999-2001 

Video 


TpaHcc|DopMaMiyi  pea/ibHOCTi,  onTMHHi  i/iiosii'  —  me  OAHa 
pMcaTBopHOCTiBiAeoxyAO>KHMKiBl990-xpp.OnTMHHio6MaHM 
0/ieKcaHApa  rHu/iMpbKoro  Ta  iHCTHTypiV  HecTaOi/ibHux  Ay- 
MOK  (0/ieKcaHAP  rHM/iMi4bKm/i  Ta  Jlecfl  Baepb),  yjBopeHi  sa 
AonoMoroK)  TexHO/ioriM  i  rpn  CBiT/ia,  HaT^KaiOTb  Ha  npi/iMap- 
HiCTb  HaBKO/lMLUHbOrO  CBijy  Ta  HeMO>K/lMBiCTb  nOK/iaAaTMC51 
Ha  eMnipi/iHHi/iM  HaoHHi/iM  aocbIa.  Po6oTa  I/i/ii  IcynoBa 
«>Kara»  (1998)  —  oamh  is  npi/iK/iaAia  nepiiii/ix  eKcnepi/i- 
MeHTiB  yKpaiHCbKoro  Mnc|DpoBoro  MMCTepTBa,  b  AKOMy  sa 
AonoMoroK)  npm/iOMy  Mopc|DiHry  Tpanc/itoeTbCfl  TeMa  i/iio- 
sopHOCTi.  BesyMOBHO,  pi  po6oTi/i  yKpaiHCbKMx  xyAO>KHi/iKiB 
HeMO>K/ii/iBO  po3r/i5iAaTM  y  BiApuBi  bIa  cycni/ibHoro  KOHTeK- 
CTy,  Tax  CaMO  9\K  HeMO>K/lMBO  B6aHaTM  B  HMX  BMK/IKDHHO  EKC- 
nepi/iMeHTM  3  hobmmm  TexHO/ioriyiMM.  I/iio3iT,  o6MaHM  Ta  bm- 
Kpi/iB/iena  onTHxa  —  xapaxTepni  pi/ici/i  ne  Ti/ibKn  Mi/iCTepTBa, 
a/ie  M  moASHHoro  >KHTTfl  1990-x. 

Ha6/lM>KeHMM  AO  ORTI/IHHI/IX  i/lK)3iM  npi/IMOMy  e  BMKOpMCTaHH51 
y  1990-x  yKpaiHCbKMMi/i  BiAeo-apTi/icTaMi/i  loop'y  (poOoTi/i 
0/ieKcaHApa  BepemaKa  Ta  Maprapi/iTi/i  Binepb,  0/ieKcaHApa 
PoMTOypAa  Ta  in.).  OcTaHHiM  nacTO  BHKopncTOByBaB  loop  ak 
npi/iMOM  rpoTecKy,3BOA?iHn  naTeTHKycBiTOBMXKiHOLueAeBpiB 
Ta  TB-iJ,MTaT  no/iiTi/iKlB  ao  KOMi3My. 


42 


Transforming  reality  with  optical  illusions  is  yet  ano¬ 
ther  attribute  of  the  video  works  of  the  1990s.  The  op¬ 
tical  deceptions  of  Oleksander  Hnylytskyj  and  the  Insti¬ 
tution  of  Unstable  Thoughts  (Oleksander  Hnylytskyj  and 
Lesja  Zajac)  created  by  playing  with  technology  and  light 
hint  at  the  illusory  nature  of  the  surrounding  world  and 
the  inability  to  rely  on  empirical  visual  experiences.  Iliya 
Isupov's  Zhaga  (1998)  is  one  of  the  first  experiments  in 
Ukrainian  digital  art  in  which  morphing  is  used  to  relay 
the  theme  of  illusiveness.  Undoubtedly,  these  works  can¬ 
not  be  considered  apart  from  their  social  context,  just  as 
it  is  impossible  to  see  them  simply  as  experiments  with 
new  technologies.  Illusion,  deception,  and  distorted  op¬ 
tics  were  not  only  characteristic  of  art,  but  also  everyday 
life  in  the  1990s. 

Ukrainian  video  artists  in  the  1990s  also  used  another 
technique  similar  to  optical  illusion  —  loops,  which  that 
can  be  found  in  the  works  of  Oleksander  Vereshchak  and 
Margarita  Zinets,  Oleksander  Roitburd,  and  others. 
Roitburd  often  used  loops  as  a  function  of  the  grotesque, 
reducing  pathetic  elements  of  world  cinematic  master¬ 
pieces  and  politicians'  quotes  on  TV  to  the  comical. 
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OAHieto  3  oco6/iMBOCTeM  yKpamcbKoro 
BiAeo-apjy  MO>KeMO  BBa>KaTM  iHTe- 
pec  xyAO>KHMKiB  AO  cnaALAHHM  Kine- 
MaTorpac|Dy,  oco6/ii/1bo  HiMoro  kIho. 
rni6  Bmuec/iaBCbKm/i,  0/ieKcaHAP  Pom- 
T6ypA,  Kupi/i/io  npopeHKO,  AhapIm  Bo51- 
poB,  Mi/ipoc/iaB  Ky/ibHMMbKMMTa  Bbaum 
HeKopcbKMM,  rni6  KajHyK  Ta  0/ibra 
KaLUMM6eKOBa,  0/ieKcaHAP  BepeiAOK 
Ta  Maprapura  BiHepb  BAaBa/iMca  ao 

MMTyBaHHfl,  BCTaB/lfltOHM  y  CBiTOBi 
KiHOLueAeBpi/i  B/iacHi  BiAeo-c|Dpa3M, 
CTBOpHDHDHM  B/iaCHi  BiAeO-HO/lOTHa 

peHTOHiB.  PaHH5i  po6oTa  nepioAy 
napKOMyHM  «Alter  idem»  (1994)  lnn\ 
HiHKaHa  He  e  npaMOto  MHTaroio  HiMoro 
kIhO,  a/ie  CTI/l/liCTMHHO  pi/lKOBMTO  MiMi- 
Kpye  niA  Hboro,  BMKopi/icTOByKDHM 
TaKi  npi/iMOMi/i  B  nocT-npoAaKLueHi 
BiAeo,  9\K  BiAcyTHicTb  3ByKy  npii 
3HOMI4i;  CTpi/l6aHHfl  KBAPy;  nOAP^nMHM 
n/liBKM;  BHKOpMCTaHHfl  LUTyMHOrO 
3ByKy,  mo  iMijye  TpicKoriHHyi  paHHix 
KiHoanapaTiB. 


O/ieKcaHAp  Bepemax  / 

Maprapma  Binepb 

CrapMM  myK 

1998 

BiAeo 

Oleksander  Vereshchak  / 

Margarita  Zinets 

The  Old  Beetle 

1998 

Video 

O/iexcaHAP  Bepemax  / 
Maprapma  Binepb 
Sprechen  Sie  Deutsch? 
1998 
BiAeo 

Oleksander  Vereshchak  / 
Margarita  Zinets 
Sprechen  Sie  Deutsch? 
1998 
Video 
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One  of  the  features  of  Ukra¬ 
inian  video  art  was  the  artists' 
interest  in  cinematography  of 
the  past,  particularly  silent 
film.  Glib  Vysheslavsky,  Olek- 
sander  Roitburd,  Kirill  Protsen- 
ko,  Andrij  Bojarov,  Miroslav 
Kulchitsky  and  Vadim  Che- 
korsky,  Gleb  Katchuk  and  Olga 
Kashimbekova,  Oleksander 
Vereshchak  and  Margarita 
Zinets  composed  centos  on 
video  screens  by  inserting 
their  own  video  phrases  into 
world  cinematic  masterpieces. 
Iliya  Chichkan's  early  work 
Alter  idem  (1994)  from  the 
Parcommune  period  isn't  a 
direct  quotation  of  silent  film, 
but  mimics  one  stylistically, 
using  such  post-production 
techniques  as  recording  vi¬ 
deo  without  sound,  frame  jum¬ 
ping,  tape  scratches,  using  the 
crackling  sounds  heard  in  ear¬ 
ly  films. 
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rni6  BmuecjiaBCbKMM 
Myrauii,  1998 
Bifleo 

Glib  Vysheslavskyi 
Mutations,  1998 
Video 


f/iib  KainyK  /  0/ibra  KaujuMbeKoea 

$nein-posnb,  2000 

Bifleo 

Gleb  Katchuk  /  Olga  Kashimbekova 

Flash  Royale  ,  2000 

Video 
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OAHieto  3  pi/ic  yKpaiHCbKoro  BiAeo-apjy  1990-x,  lao  one- 
BMAHO  puMyeTbcsi  i3  3axiAHMMM  npaKTMKaMM  1960-70-x, 
e  Tena  kpmtmkm  TB.  Y  cepeAHHi  XX  CTO/iiTTJi  y  GBponi 
Ta  CLiJATe/ie6aHeHHfl  CTa/io  BTi/ieHHAM  Ky/ibTypn  cno>Ki/i- 
BaHHfl  Ta  KaniTa/ii3My.  Bea/iin  xyAO>KHMKiB  bmkopmcto- 
ByBa/iM  BiAeoKaMepy  51k  36poio  a-h^  kpmtmkm  CMMy/i5iKpiB 
r/io6a/ii30BaHMX  eKOHOMiKM  Ta  no/iiTMKM,  nponaroBaHMX 
Ha  TB.  HaM  fl>KyH  flaMK,  Bo/ibc|D  OocTe/ib,  l/loaecf) 
Bomc,  flymac  fleBic,  Pinap  Ceppa,  rpyna  «MypaLUMHa 
ctDepMa»  pec|D/ieKcyBa/iM  y  cboix  BiAeopo6oTax  laoao 
TB  Ta  KOHTeHTy,  akmm  bIh  nocTanae  r/i^AanaM  (a6o,  3a 
PinapAOM  Ceppa,  HaanaKM  —  msiAaniB,  sikmxTB  nocTanae 
peK/iaMOAaBiJ,KD).  Y  1990-x,  ko/im  b  YKpaiHi  a'yiB/iyieTbca 
eKOHOMiHHa  KBaaiMOAe/ib,  mo  HaMara/iac5i  Hac/iiAYBaTM 
aaxiAHy  KaniTa/iicTMHHy,  noHMHae  po3BMBaTMCfl  hobmm 
cjDopMaT  TB,  a  nopyiA  is  hmm  —  a'^B/iaeTbCfl  xyAO>KHa 
KpMTMKa  Mboro  CjDOpMaTy  ACKi/IbKOX  TMniB:  KpMTMKa 
caMoro  cjDeHOMeHy  TB  (AhapIm  BosipoB,  «Talking  Head», 
1990);  ipoHiyi  moAO  cjDi/ibMiB  K/iacy  B  (MMpoc/iaB 
Ky/ibHMAbKMM,  BaAMM  HeKopcbKMM,  «Ouis  leget  haec?», 
1997;  HaTa/iia  ro/iiOpoAa,  Co/iOMia  CaanyK,  Ibbh  UionKa 
«Bloody  Mary»,  1999)  Ta  CTBopeHHfl  a/ibTepHaTMBHMx 
TB-pea/ibHOCTeM  —  B/iacHMX  Te/ieaiaiMHMX  nepeAan  (YTa 
Ki/iTep,  «CMTyaiJ,i5i  YTa»,  3  1993  ao  cboroAHi;  f/iiO  KaTHyK 
Ta  0/ibra  KaiUMMOeKOBa,  «Be3  Ha3BM»,  1997-2000;  BacM/ib 
Uaro/iOB  «TBepAe  TB»,  1998). 
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Another  feature  that  even  to  the  unassuming  eye  echoes 
western  practices  of  the  1960-70s  is  the  theme  of  TV 
criticism.  In  the  mid-20th  century,  television  in  Europe 
and  the  United  States  becomes  the  embodiment  of  con¬ 
sumer  culture  and  capitalism.  Many  artists  began  using 
the  video  camera  as  a  critical  weapon  against  the  simu¬ 
lacra  of  globalized  economy  and  politics  promoted  by  TV. 
Nam  June  Paik,  Wolf  Vostell,  Joseph  Beuys,  Douglas  Da¬ 
vis,  Richard  Serra,  Ant  Farm  Group  reflected  in  their  vi¬ 
deo  works  on  the  content  that  TV  delivers  to  viewers  (or, 
in  the  case  of  Richard  Serra,  the  opposite  —  the  viewers 
TV  delivers  to  advertisers). 

In  1990s  Ukraine,  when  a  quasi-economic  model  appears 
that  tries  to  copy  western  capitalism,  a  new  format  of  TV 
begins  to  develop,  and  with  it  artistic  criticisms  of  this 
format:  criticism  of  the  phenomenon  of  TV  itself  (Andrij 
Bojarov,  Talking  Head,  1990);  the  irony  of  B  movies  (Miro¬ 
slav  Kulchitsky,  Vadim  Chekorsky,  Quis  leget  haec?,  1997; 
Natalia  Golibroda,  Solomia  Savchuk,  Ivan  Tsupka,  Bloody 
Mary,  1999)  and  creation  of  an  alternative  TV  reality  — 
original  TV  programs  (Ute  Kilter,  Situation  Ute,  1993-pre- 
sent,  Gleb  Katchuk  and  Olga  Kashimbekova,  Untitled, 
1997-2000,  Vasyl  Tsagolov,  HardTV,  1998). 
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Kupn/io  HiHKaH 

nopiBHfifibHa  anaTOMiR,  1995 

Bifleo 

Kyrylo  Chichkan 
Comparative  Anatomy,  1995 
Video 


AHflpifi  BoapoB 

Some  Good  News,  1989 

Bifleo 

Andrij  Bojarov 

Some  Good  News,  1989 

Video 
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MnpOCJiaB  Ky/lbHUpbKMM  /  BbAMM  HeKOpCbKHM 

Quod  Legis  Hacet?  1997 

Bifleo 

Post  NorteM,  1995 
Bifleo-iHciaJiapia 

iMnepis  npMCTpacTi,  1998 
Bifleo 

Kiss  on  the  Glass,  1997 
iHTepaKTMBHa  Bifleo-iHCTa/iflflifl 

Miroslav  Kulchitsky  /  Vadyw  Chekorsky 

Quod  Legis  Hacet?  1997 

Video 

Post  NorteM,  1995 
Video  installation 

Empire  of  Passion,  1998 
Video 


Kiss  on  the  Glass,  1997 
Interactive  video  installation 
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Whal  can  I  say? 
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TBOpi/l 


Artworks 


AHOHiMHi  aBTopn  3  Bi;i03epKM 
EinosepcbKi  posOipKM,  1994 
BiAeo 


Anonymous  authors  from  Bilozerka 

Bilozerka  Affairs,  1994 

Video 


BacM/ib  BamaM 
Macbet-4,  1998 

BiAeo-flOKyMeHiauia  nep(|)opMaHcy 

Vasyl  Bazhaj 
Macbet-4,  1998 

Video  documentation  of  performance 


AHflpifi  B/iyAOB  /  Biiajiifi  CepAiOKOB 

AKBaropifi  CBirna,  1995 

BiAeo 

Andriy  Bludov  /  Vitaly  Serdyukov 
IVater  Area  of  Light,  1995 
Video 


AHflpiM  BOflpOB 
/7epefl6aweHH)7,  1991  -  1992 

OOTO 

Andri]  Bojarov 
Prediction,  1991  -  1992 
Photo 


O/ieKcaHflp  BepemaK  /  Maprapma  SiHepb 

Bineodon,  1998 

BiAeo-iHcia/iapifl 

Oleksander  Vereshchak  /  Margarita  Zinets 
Videoball,  1998 
Video  installation 


O/ieKcaHflp  BepemaK  /  Maprapma  SiHepb 

Ciecra,  1998 

Bipeo 


Oleksandr  Vereshchak  /  Margaryta  Zinets 

Siesta,  1998 

Video 


rni6  Bmuec/iaBCbKMM 
B^Oyx,  1998 
BiAeo 

Glib  Vysheslavskyi 
Explosion,  1998 
Video 


- . 


rni6  Bmuec/iaBCbKMM 
Kpisb  QKpaH,  1999 
BiAeo 

Glib  Vysheslavskyi 
Through  the  Screen,  1999 
Video 


AHaroJiiM  PaHKeBUH 
KaroniKoc,  1994 
BiAeo-iHCia/iflUifl 

Anatoliy  Gankevych 
Katholikos,  1994 
Video  installation 


TeiflHa  repmyHi  /  Pisa  fopoBupb 

f^ianor,  1999 

Bipeo 


Tetyana  Gershuni  /  Risa  Horowitz 

Dialogue,  1999 

Video 


0;ier  fHaiiB  /  Tapac  flpoxacbKO 

Brena  b  GmneT,  1994 

BiAeo 

Oleh  Hnativ  /  Taras  Prokhasko 
The  Flight  into  Egypt,  1994 
Video 


OjieKCaHflp  rHMJlUpbKMM 
Cn/ifi^a  KpacyHR,  1992 
BiAeo 

Oleksander  Hnylytskyj 
Sleeping  Beauty,  1992 
Video 


OjieKcaHflp  rHMJiupbKMM  /  HaTa/ia  (Di/ioHeHKO  /  MaKCHM  MaMciKOB 

Pea/ibHa  Kanepa,  1992 

BiAeo 

Oleksander  Hnylytskyj  /  Natalia  Filonenko  /  Maksym  Mansikov 

Real  Camera,  1992 

Video 


O/ieKcaHflp  rHUJiMUbKHM  /  Harajifl  (DijiOHeHKO  /  MaKCHM  MaMciKOB 

KpMBi  psepKana,  1993 

BiAeo 

Oleksander  Hnylytskyj  /  Natalia  Filonenko  /  Maksym  Mawsikov 

Curved  Mirrors,  1993 

Video 


Haia/iifl  fo/iiOpoAa 
Lolit,  1999 
Bifleo 

Natalia  Golibroda 
Lolit,  1999 
Video 


Haia/iia  foJiiOpoAa  /  CoJiOMia  CasnyK  /  IsaH  LjionKa 

Bloody  Mary,  1999 

BiAeo 

Natalia  Golibroda  /  Solomia  Savchuk  /  Ivan  Tsupka 

Bloody  Mary,  1999 

Video 


Irop  rycee 
$afiblIlcTapT,  1995 
BiAeo 

Igor  Gusev 

False  Start,  1995 

Video 


AMMTpo  flyjib(|)aH 
Arnamic,  1999 
BiAeo-iHCTa/iflpifl 

Dmytro  Dulfan 
Atlantis,  1999 
Video  installation 


BO/lOflUMUp  GpilIMXiH 

OcraHHi  hobmhm,  1998 
Bipeo 

VolodyMyr  Yershykhin 
Latest  news,  1998 
Video 


Bo/iOflHMup  GpiiiMxiH  /  B'flHecjiaB  MaujHupbKHpi 

Borni  Beni/iKoro  Micra,  1993 

Bipeo 

VolodyMyr  Yershykhin  /  Vyacheslav  Mashnytskyi 

Big  City  Lights,  1993 

Video 


I/iJifl  IcynoB 
Mara,  1998 
BiAeo 

Iliya  Isupov 
Zhaga,  1998 
Video 


AHflpiPi  Ka3aHfl)KiM 

Ko/im  eKpaHM  craiOTb  tohuiumi^,  1995 

Bifleo 


Andriy  Kazandzhiy 

When  the  Screens  Become  Thinner,  1995 
Video 


rni6  KainyK 
AnoKaninco,  1997 
BiAeo 


Gleb  Katchuk 
Apocalypso,  1997 
Video 


rni6  KainyK 
Me/ibec  2000,  1999 
BiAeo 

Gleb  Katchuk 
Melies  2000,  1999 
Video 


rni6  KainyK 

B6mth  KpiiUHy,  1996 

BiAeo 

Gleb  Katchuk 

To  Kill  Krishna,  1996 

Video 


rni6  KainyK  /  O/ibra  KaujuMSeKoea 

007,  1999 

BiAeo 

Gleb  Katchuk  /  Olga  Kashimbekova 

007,  1999 

Video 


Bjioako  Kay(|)MaH 

JlMCTM  ffo  seMfifiH  ado  BocbMa  nenarb,  1993 
BiAeo-flOKyMeHiauia  reneHiHry 

HaAaHO  «MicbKMM  MeAiaapxiBOM»  LjeHipy  MicbKoi  icTopii 
UeHipajibHO-CxiAHoi  Gsponn 

Vlodko  Kaufman 

Letters  to  Earthlings  or  the  Eight  Seal,  1993 
Video  documentation  of  happening 

Courtesy  of  the  Urban  Media  Archive  of  Centre  for  Urban  His¬ 
tory  of  East  Central  Europe 


Szuper  Gallery 
Black  Rage,  1995 
BiAeo 

Szuper  Gallery 
Black  Rage,  1995 
Video 


nas/io  KoBan-CTapiuMM 
flOBiiueHHf}  Kapri/iHM,  1994 
BiAeo-flOKyMeHTapia  nep(|)opMaHcy 

Pavlo  Kovach  Sr. 

Hanging  of  the  Painting,  1994 
Video  documentation  of  performance 


PocTMC/ias  KoiepjiiH 
WeflMrayii  Ha  CTHKy,  1995 
BiAeo 

Rostyslav  Koterlin 

Meditation  at  the  Junction,  1995 

Video 


lOpiPi  KpynaK 
O.T.S.E.,  1998 
BiAeo 


Yuriy  Kruchak 
O.T.S.E.,  1998 
Video 


Mnpoc/ias  Ky/ibHupbKMM  /  BapuM  HeKopcbKHki 
Bona  domeBonie  Bifi  rearpy,  1995 
Bifleo-iHCTaJiapia 

Miroslav  Kulchitsky  /  Vadyw  Chekorsky 
She's  Mad  About  Theatre,  1995 
Video  installation 


Mnpoc/ias  KyjibHMUbKMM  /  BapuM  HeKopcbKHki 

EKpaHHa  Koni^,  1998 

Bipeo 

Miroslav  Kulchitsky  /  Vadym  Chekorsky 

Screen  Copy,  1998 

Video 


IKEHMTECb,  AETH 

jS,#'’ 

MEHbHMHyKn  %wm. 
BCEK  HE  nEPEBbfTE 

icynbMtfUKHH  wffir 
QAHilMlI  KQNAFnUUfiMK 

MnpOCJiaB  KyjlbHUpbKMM  /  BaAMM  HeKOpCbKHM 

0(picHi  irpti,  1998 

BiAeo 

Miroslav  Kulchitsky  /  Vadym  Chekorsky 

Office  Gapies,  1998 

Video 


MnpOCJiaB  KyjlbHUpbKMM  /  BaAMM  HeKOpCbKHM 

Highway  Nyman,  1998 

BiAeo 

Miroslav  Kulchitsky  /  Vadym  Chekorsky 

Highway  Nyman,  1998 

Video 


Akuvido  y  cnisnpaui  3  Ajib(|)peAOM  MaKCHMeHKOM 

XpecTM,  1993 

BiAeo 

HaAaHO  «MicbKMM  MeAiaapxiBOM»  LjeHipy  MicbKoi  icTopii 
UeHipajibHO-CxiAHoi  Gsponn 

Akuvido  in  collaboration  with  Alfred  Maksymenko 

Crosses,  1993 

Video 

Courtesy  of  the  Urban  Media  Archive  of  Centre  for  Urban 
History  of  East  Central  Europe 


BiKTop  Ma/iapeHKO 
Back  in  Black,  1998 
BiAeo 

Victor  Malyarenko 
Back  in  Black,  1998 
Video 


MaKCMM  MaMciKOB 
lI]BM^KicHMPi  KaneHffap,  1997 
BiAeo 

Maksyn  Mamsikov 
Speed  Calendar,  1997 
Video 


Ojier  Mirac 

HeTBepTMM  arperaTHMM  cran,  1994 
BiAeo 

Oleg  Migas 

The  Fourth  State  of  Aggregation,  1994 
Video 


Bo/iOflMMup  My)KecKiM 
Mefiysa,  1995 
BiAeo 


VolodyMyr  Muzhesky 
Medusa,  1995 
Video 


BiKTopifl  riapxoMeHKO 

/7k  cede  nenaBUfimy,  1996 

BiAeo 

Viktoria  ParkhoMenko 
Wow  I  Hate  Myself,  1996 
Video 


rinjinn  nepjlOBCbKMM 
Eye  Am  Zoom,  1997 
BiAeo 

Phil  Perlovsky 
Eye  Am  Zoom,  1997 
Video 


Tapac  no/iaiaMKO 
Chm,  1998 
BiAeo-iHcia/iapifl 


Taras  Polataiko 
DreaMS,  1998 
Video  installation 


Kupn/io  npopeHKO 
Yes,  1993 
BiAeo 


Kyrylo  Protsenko 
Yes,  1993 
Video 


Kupn/io  npopeHKO 
Paf^io  GBpasifi,  1998 
BiAeo 


Kyrylo  Protsenko 
Radio  Eurasia,  1998 
Video 


O/ieKcaHflp  PoMiSypA 

rinHOTMHHMM  CedHC  EplKd  TpOHCl,  1995 
BiAeo-iHCTa/iflpifl 

Oleksander  Roitburd 

Eric  Tronsy's  Hypnotic  Session,  1995 

Video  installation 


OjieKcaHflp  PoMiGypA 

flcMxoffe/iiHHe  BToprHeHHfi  naHpepHMKa  «noTbOMKiH» 
y  TaBTonoriHHMM  ra/iiopMHOs  Ceprift  EPiseHiuTeMHa,  1998 
BiAeo-iHCTa/iflpifl 

Oleksander  Roitburd 

Psychedelic  Invasion  of  the  Battleship  Potyomkin  into  Sergey 
Eisenstein's  Thautological  Hallucinosis,  1998 
Video  installation 


ApceH  CaBaAOB  /  feopriPi  CeHHeHKo 

rofiocM  fiiodoBi,  1994 

BiAeo 


Arsen  Savadov  /  Georgiy  Senchenko 

Voices  of  Love,  1994 

Video 


ApceH  CaBaAOB  /  feopriPi  CeHHeHKo 

repdM,  1994 

BiAeo 

Arsen  Savadov  /  Georgiy  Senchenko 

Crests,  1994 

Video 


ApceH  CaBaAOB  /  feopriPi  CeHHeHKo 

No  WoMan,  No  Cry,  1995 

BiAeo 

Arsen  Savadov  /  Georgiy  Senchenko 

No  WoMan,  No  Cry,  1995 

Video 


lOpiPi  CojiOMKO 

l^aneKO  na  aaxiR,  1999  -  2001 
BiAeo 

Yuri  Solomko 

Far  to  the  West,  1999  -  2001 
Video 


neipo  Ciapyx 

Der  Winter  Kaput,  1993 

BiAeo-flOKyMeHiapifl  nep(|)opMaHcy 

HaflaHO  «MicbKMM  MefliaapxiBOM»  LjeHipy  MicbKoi  icTopii 
UeHTpa/ibHO-CxiAHoi  Gsponn 

Retro  Starukh 

Der  Winter  Kaput,  1993 

Video  documentation  of  performance 

Courtesy  of  the  Urban  Media  Archive  of  Centre  for  Urban 
History  of  East  Central  Europe 


AHaro/ib  CienaHeHKO 
KpMnrorpaMa  TinecHocri-S,  1992 
BiAeo 

Anatol  Stepanenko 

Cryptogram  of  Corporeality-5,  1992 

Video 


OoHA  Masoxa 

Mmctsl^tbo  b  KOCMOci,  1993 
BiAeo 

Masoch  Fund 

Art  in  Space,  1993 

Video 


BacM/ib  UarojiOB 
MonoHHi  cocMCKM,  1994 
BiAeo 

Vasyl  Tsagolov 
Milk  Sausages,  1994 
Video 


BacM/ib  UarojiOB 
TV-NeiAis,  1998 
BiAeo 

Vasyl  Tsagolov 
TV-Neus,  1998 
Video 


IsaH  UionKa 
Kill'eM  All,  1999 
BiAeo 

Ivan  Tsupka 
Kill'eM  All,  1999 
Video 


OKcana  HenejinK 

OneBi/ifiHa  HeeiuBopoTHicTb,  1998 
BiAeo 

Oksana  Chepelyk 

Evident  unavoidable,  1998 

Video 


Ijijia  HiHKaH 
Mofja,  1997 
BiAeo 

Iliya  Chichkan 
Fashion,  1997 
Video 


OjieKcaHflp  lUesHyK 

flpMrofiyd  Mene,  KoxaHMM...,  1997 

BiAeo 


Oleksander  Shevchuk 
Caress  Me,  Darling...,  1997 
Video 


CepriM  yiKyniH 
CrifibHi/iKOBHM  06'eKT,  1998 
Bipeo 

BiAeo-flOKyMeHiapia  nep(|)opMaHcy 

HapaHO  «MicbKMM  MefliaapxiBOM»  UeHipy  MicbKoi  icTopii 
UeHTpa/ibHO-CxiflHoi  Gsponn 

Serhiy  Yakunin 
Cellular  object,  1998 
Video 

Video  documentation  of  performance 

Courtesy  of  the  Urban  Media  Archive  of  Centre  for  Urban 
History  of  East  Central  Europe 
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EE3  KBMTKA  Y  P03IUMPEHE 
KIHO 

WITHOUT  A  TICKET  TO 
EXPANDED  CINEMA 


KarepuHa  CxyKa/ioBa 


Kateryna  Stukalova 
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y 

TpbOX  BIAeO,  3H51TMX  0/ieKCaHflpOM  rHM/lMMbKMM, 
MaKCMMOM  MaMciKOBMM  i  Hara/iieioOi/ioHeHKOHa  nonaTKy 
90-x  poKiB  y  KMiBCbKOMy  CKBOTi  «napM3bKa  KoMyHa»  Ta 
Moro  OKO/iMi4flx,  BifleoKaMepa,  mo  onuHn/iacfl  b  pyxax  y 
xyflo>KHMKiB,  BMcrynae  y  pi3HOMaHiTHMx  po/iax.  To  bomb  e 
nepcoHa>KeM,  o6'€ktom  pec|D/ieKCi/iBHoro  MucreMbKoro  bm- 
C/10B/lKDBaHH51  —  XyAO>KHMK  XOAHTb  By/1MM51MM  3  niHO- 
n/iaCTOBMM  MBKeTOM  KaMepi/l,  iMiTyKDHM  BiAe03M0MKy,  B 
TOMHacyiKMoro3HiMaKDTbHacnpaB>KHioKaMepy  («Pea/ibHa 
KaMepa»,  1992),  to  iHCjpyMeHTOM  AOKyMeHTaMii  nepclDop- 
MBHcy  («HeceHHfl  TpyHi/i»,  1992),  to  B/iacHe  c|DopMOTBop- 
HMM  BMpa>Ka/ibHi/iM  3aco6oM  3i  CBoeio  cnepuclDiKoio  c|DiKca- 
piT  Ta  BiATBopeHH5i  3o6pa>KeHH5i  («KpMBi  A3epKa/ia. 
>KMBi  KapTMHM»,  1993).  BiAHyBaeTbCJi,  lao  xyAO>KHi/iKaM 
He  6paKy€  iAsn,  a  I'xHe  pea/ibHe  >KHTTfl  3  /lerKicTto  CTae 
3HiMa/ibHHM  naBi/ibHOHOM  i  AeKopapiaMH. 

HoBi  TexHO/iorii  npi/iMiu/iM  b  yKpaiHCbKe  Mi/icTepTBO  He 
eBO/irapiMHHM,  a  peBO/ltOMiMHl/IM  LU/151X0M,  CTpiMKO  yBip- 
BaBLUMCb  y  noBC5iKAeHHy  pea/ibHicTb  paaoM  i3  iHLUi/iMi/i 
6/iaraMn  Ta  cnoKycaMM  aaxiAHoT  Mi/iBi/iiaapii.  3Bi/maMHO, 
noflBa  B  npoAa>Ky  cepiHHoV  AOCTynnoT  3a  pinoio  BiAeo- 
KaMepi/i  Ha  3axoAi  HanpHKinpi  60-x  poKiB  Te>K  BMK/ii/iKa/ia 
CBoepiAHy  peBO/iK)iJ,iK)  b  icTopii  Mi/icTepTBa,  a/ie  tbm  peM 
HOBMM  BMpa>Ka/lbHMM  iHCTpyMeHT  HOTpani/IB  y  30BCiM  iH- 
LUMM  KOHTeKCT. 


128 


n  three  videos  made  by  Oleksander  Hnylytskyj,  Ma¬ 
ksim  Mamsikov  and  Natalia  Filonenko  in  the  early  1990s 
in  and  around  the  Paris  Commune  squat  in  Kyiv,  the  video 
camera  in  the  artist's  hands  functions  as  a  character,  an 
object  of  reflexive  artistic  expression  —  the  artist  walks 
along  streets  pretending  to  be  shooting  with  a  styrofoam 
video  camera  while  being  recorded  on  an  actual  one  {Real 
Camera,  1992),  as  a  tool  for  documenting  performance 
{Bearing  the  Coffin,  1992),  or  as  a  formative  means  of 
expression  with  its  own  special  way  of  capturing  and  re¬ 
producing  images  {Curved  Mirrors.  Living  Pictures,  1993). 
There  is  a  sense  that  the  artists  have  no  shortage  of 
ideas,  and  their  real  lives  effortlessly  provide  a  stage  and 
scenery. 

New  technologies  came  to  Ukrainian  art  not  in  an  evolu¬ 
tionary,  but  in  a  revolutionary  way,  bursting  their  way  into 
everyday  realities  along  with  other  amenities  and  temp¬ 
tations  from  western  civilization.  The  commercial  availa¬ 
bility  of  affordable  video  cameras  in  the  West  in  the  late 
1960s  also  triggered  a  kind  of  revolution  in  the  history  of 
art,  but  there  this  new  expressive  tool  existed  in  a  com¬ 
pletely  different  context. 
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Ba>K/lMBMMM  P,J\9\  pOByMiHHyi  piBHMMi  Mi>K  flBOMa 

KOHTeKCTaMl/l,  BBMHaMHO  >K,  £  OHeBMAHi  Ta  CjDyHflaMeHTa/lb- 
Hi  BiAMiHHOCTi  Mi>K  BiBya/ibHMMM  Ky/ibTypaMi/i  no  piBHi  6oki/1 
Ba/liBHoT  BaBicM,  Mi>K  AeKopapiflMn  nponaraHAn  m  MacoBOi 
KOMeppii/iHoV  Ky/ibTypn,  Mi>K  TexHinHUMn  mok/imboctami/I 
ABOX  no/iHDciB  Aonepe6yAOBHoro  CBijy.  Ma/io  BHaneHMyi 
TaKO>K  M  icHyBaHHSi  Ha  BaxoAi  eKcnepi/iMeHTa/ibHoro  Kine- 
MaTorpacjDa,  mo  noc/iiAOBHO  poBBi/iBaBcyi  Ta  eBO/iK)iJ,io- 
HyaaB,  toaI  >k  ak  y  niBHbOMy  CPCP  paAHKa/ibHi  eKcnepw- 
MeHTH  B  KiHOMOBOK)  6y/ii/i  HOOAHHOKHMH  H  Mapriha/iiBO- 
BaHMMM  (HanpnK/iaA,  o6Me>KeHHMn  npocTopoM  HayKOBO- 
nony/i5ipHoro  kIho,  siK-ory  TBopnocTi  B/iaAiMipa  Ko6piHa). 

OAHaK  me  Ba>K/ll/IBiLUMMM  P,J]9\  pOByMiHHSI  Aboro  KOH- 
TOKcry  €  npoMecH,  mo  BiA6yBa/incfl  BcepeAHHi  caMoro 
BiBya/ibHoro  MMCTepTBa  ra  Moro  >KaHpoBOi  crpyKTypi/i. 
BiAeo  — B  Moro  Mo6i/ibHicTK),  iMnpoBiBaMiwHicTto.B  mo>k/ii/1- 
BicTK)  BacjDiKcyBaTi/i  re,  mo  BiA6yBaeTbC5i  jyj  i  BapaB,  mo>k- 
/iMBicTK)  BiATBopeHHyi  Ha  Hociyix  iB  lumpokhm  AianaBOHOM 
pOBMipiB  i  CjDOpM-ClDaKTOpiB,  B  iHLUMMH  npi/IHMHnaMH  MOH- 
Ta>Ky  (a  cnonaTKy  BBara/ii  BiAcyTHicTio  MO>K/inBOCTi  moh- 
Ta>Ky)  —  LUBHAKO  BaHHfl/10  CBoe  Micpe  B  apcena/ii 
xyAO>KHMKiB,  9\k\  npaMKDBa/iM  b  hobmx  ci/iHTeTi/iHHi/ix  i  time- 
based  >KaHpax  iHCTa/iymii,  nepcjDopMaHcy,  aKpioniBNy. 

A  OT>Ke,  BiAeo-apT  CTaB  He  rax  /iokomotmbom  a-hji  nepene- 
ceHHfl  iAew  excnepi/iMeHTa/ibHoro  kIho  b  cclDepy  BiBy- 
a/ibHoro  MMCTepTBa,  9\k  naASBi/mai/iHO  ec|DeKTi/iBHHM  poB- 
LUMpeHHflM  c|DopMa/ibHoro  H  obpaBHoro  iHCjpyMeHTapiio 
B>Ke  HasiBHMX  >KaHpiB  cynacHoro  MMCTepTBa.  Y  CBir/ii 
BiAeonpoeKMii,  51k  y  npoMenyix  siKorocb  napiBHoro  /lixrapyi, 
Becb  piBHobiM  «-iBMiB»  i  c|DopM  panTOM  cjaa  oc|DopM/iK)Ba- 
THCfl  y  TOM  CneKTaxy/lflpHMM  Mi>KHapOAHMM  CTM/lb 
cynacHoro  MMCTepTBa,  akmm  mm  BHaeMO  Moro  npoT^roM 
AeKi/ibKox  ocTaHHix  Aec^TM/iiTb. 
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Important  to  understanding  the  difference  between  these 
two  contexts  are  the  obvious  fundamental  differences 
between  visual  culture  on  both  sides  of  the  Iron  Curtain, 
between  the  scenery  of  propaganda  and  mass  commer¬ 
cial  culture,  between  the  technical  capabilities  of  the  two 
poles  of  the  pre-perestroika  world.  Experimental  cinema¬ 
tography  was  developing  and  evolving  gradually  in  the 
West,  while  in  the  late  USSR  radical  experiments  were 
rare  and  marginalized  (for  example,  limited  to  popular 
science  films  like  those  made  by  Vladimir  Kobrin). 

However,  even  more  important  to  understanding  this  con¬ 
text  are  the  processes  taking  place  within  the  visual  arts. 
Video,  with  its  mobility,  improvisation,  ability  to  capture 
the  here  and  now,  ability  to  be  reproduced  on  mediums 
of  a  wide  range  of  sizes  and  form  factors,  with  different 
principles  of  editing  (without  any  ability  to  edit  early  on) 
quickly  took  its  place  in  the  arsenal  of  artists  working  in 
new  synthetic  and  time-based  genres  of  installation,  per¬ 
formance,  and  actionism.  Video  art  became  not  only  and 
not  so  much  a  locomotive  for  transferring  the  ideas  of  ex¬ 
perimental  cinema  to  the  realm  of  visual  art,  but  as  an  ex¬ 
tremely  effective  expansion  of  the  formal  and  figurative 
tools  of  existing  genres  of  contemporary  art.  Cast  in  the 
light  of  video  projection,  like  the  rays  of  a  magic  lantern, 
all  the  -isms  and  forms  suddenly  began  to  shape  into  the 
spectacular  international  style  of  contemporary  art  as  we 
have  known  it  over  the  past  several  decades. 
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B  YKpaiHi  nonaTKy  90-x  npoHi/iKHeHMSi  BiAeo  b  apceHa/i 
xyAO>KHMKiB  BiA6yBa/iocyi  npaKTi/iHHO  OAHonacHO  is  aapo- 
A>KeHHflM  >KaHpoBoro  posMaiTTfl,  noK/iMKaHoro  apywHyaa- 
TM  KOHBeHpioHa/ibHy  CMCTeMy  bmaIb  MucTepTBa,  lao 
AicTa/iacfl  y  cnaAOK  bIa  paA^iHCbKoTenoxM.  3a  npopecaMn, 
LAO  BiA6yBa/iMC5i  b  yKpamcbKOMy  cynacHOMy  Mi/icTeuTBi  b 
TOM  nepiOA,  K0/1M  B  HbOMy,  nopSIA  i3  iHlUMMM  hobmmm  cjDop- 
MaMM  M  MOAia,  nonaB  bmhmkbtm  >KaHp  BiAeo-apjy  (nepiua 
no/iOBMHa  90-x  poKia),  b  yKpaiHCbKOMy  MMCTeATBOSHaa- 
CTBi  aaKpinM/iocfl  BMSHaMeHHfl  «po3KapTMHeHHfl».  TepMiH 
BBiB  0/ieKcaHAP  Co/iobmob  y>Ke  1993  poxy  b  nporpaMHiM 
CTaTTi  A-nyi  MOCKOBCbKoro  «XyAO>KHboro  >KypHa/iy»  \ 

«P03KapTMHeHH51»  6  HaCTMHOK)  6i/lbLU  LUMpOKOI  TB  Cf)aK- 
TMHHO  B>Ke  OC|DiAiMHOV  BepciT  p03BMTKy  yxpaiHCbKOrO  MMC- 
TepTBa,  flxa  OyAyerbca  Ha  tbkmx  c|DyHAaMeHTa/ibHMx  no- 
/10>KeHHflX,  flK  «KapTMHHiCTb»  KMIBCbKOrO  xyAO>KHboro 
MMC/ieHHyi  (npMHMHOK)  yiKoro  HaaMBafOTb  Te,  lao  nepe- 
Ba>KHa  6i/ibLuicTb  npeACTaBHMKia  KMiBCbKoi  caohm  Toro 
nacy  6y/iM  BMxiAM^iMM  3  aKaAeMiV  ra  bhm/imca  b  MaMcrpia 
coApea/iicTMHHoV  xapTMHM);  kpmtmhhmm  i  KOMeppiMHMM 
ycnix  y  1987  popi  b  MockbI  xapTMHM  Apcena  CaaaAOBa  m 
feopriyi  CeHHeHKa  «neHa/ib  K/ieonaTpM»  i  cnpoBOKoaaHa 
HMM  XBM/iyi  TpaHcaBaHrapAHoro  HeoOapoKOBoro  >KMBonM- 
cy  BcepeAOBMLAi  KMiBCbKMxi  OAecbKMXxyAO>KHMKiB.CepeA 
npMHMH  noAa/ibLuoro  «po3KapTMHeHHfl»  HaaMaatOTb 
9\K  BH/IMB  Ha  XyAO>KHMKiB  3axiAHOrO  KOHTeKCTy,  AO 
nocTMOAepniaM  aara/iOM  i  >KMBonMC  aoKpena  axpaa 
cxoAM/iM  3i  cpeHM,  Tax  i  /loxa/ibny  xpnay  excno3MLJ,iMHOCTi. 


1  CojiOBbeB  A.  Ha  «pacKapTi/iHi/iBaHi/i?i»  /  A.  Co/iOBbea  //  Xyflo>KecTBeHHbM  >KypHa/i. 

-1993.  -  No  1. 
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In  Ukraine  in  the  eariy  1990s,  video  penetrated  the  cre¬ 
ative  arsenai  aimost  simuitaneousiy  with  the  birth  of  dif¬ 
ferent  genres  that  wouid  destroy  the  conventionai  system 
of  art  forms  inherited  from  the  Soviet  era.  The  processes 
taking  piace  in  Ukrainian  contemporary  art  during  the  first 
haif  of  the  1990s,  when  video  art  emerged  as  a  genre 
aiong  with  other  new  forms  and  media,  were  referred  to 
as  "unpainting"  —  a  term  coined  by  Oieksander  Soioviov 
in  his  1993  articie  for  Moscow  Art  Magazine^. 

"Unpainting"  is  part  of  a  broader  and  more  officiai  version 
of  the  deveiopment  of  Ukrainian  art  that  is  buiit  on  such 
fundamentai  notions  as  the  picture-based  artistic  thinking 
in  Kyiv  (due  to  most  representatives  of  the  Kyiv  art  scene 
at  the  time  having  graduated  from  the  academy  and  stu¬ 
died  with  masters  of  social  realist  painting);  the  critical 
and  commercial  success  of  Arsen  Savadov  and  Georgy 
Senchenko's  Sadness  of  Cleopatra  in  Moscow  in  1987  that 
set  off  a  wave  of  transavantgarde  neo-baroque  painting 
by  Kyiv  and  Odessa  artists;  further  "unpainting"  (among 
the  reasons  being  the  influence  of  the  western  context, 
where  postmodernism  in  general  and  painting  in  particu¬ 
lar  were  leaving  the  stage,  and  the  local  exhibition  crisis). 


1  A.  Solovyov.  On  paths  of  "unpainting"  /  A.  Solovyov  //  Art  Journal.  —  1993  —  Ng  1. 
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lOpiPi  KpynaK 
Haraiua,  1998 
Bifleo 

Yuriy  Kruchak 
Natasha,  1998 
Video 


Iji/ifl  HiHKaH 
Alter  IdeM,  1994 
Bifleo 


Iliya  Chichkan 
Alter  Idem,  1994 
Video 
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y  Me>Kax  Mboro  HapaTi/iey  enGip  >KMBonMcy  yKpaiHCbKHMH 
xyAO>KHMKaMi/i  k\hu,9\  80-x  -  nonaTKy  90-x  poKie  npeACTae- 
/laeTbCfl  flEMLAeM  He  CHTyaTi/iBHHM,  a  iAeo/ioriHHHM;  Vx  no- 
piBHtOKDTb  is  TpaHcaBaHrapAncraMH  iTa/iii'  a6o  HiMepb- 
KMMM  Neue  Wilde,  9\k\,  BO/iOAitOMM  BciMa  mo>k/ii/1bi/imi/i 
o6pa3HMMM  3aco6aMM,  BiA  HawGi/ibiu  TpaAnpiMHHX  ao 
HaM6i/lbLU  iMHOBapiMHHX,  3BepTa/lMC51  AO  >KMBOnMCy. 
Ihlumm  bmchobok,  51KHH  MO>Ke  Bi/in/iMBaTM  3TeopiT«KapTMH- 
HOMeHTpnHHOCTi»  M  noAa/ibiuoro  «po3KapTi/iHeHHfl»,  —  ipo 
cnonaTKy  xyAO>KHi/iKn  6y/ii/i  CBoepiAHMMM  sapyHHi/iKaMM 
paA^iHCbKoV  aKaASMinHoi' rpaAnpii  3  n  Be/iMKOK)  Kapji/iHOio 
Ha  BepLUMHi  >KaHpoBoi  iepapxiT,  a  sroAOM  CTa/iM  nocjy- 
noBO  BM6MpaTMC5i  3-niA  m  rniTy.  11,51  Teopisi  Ao6pe  npaMHDe 
3  «neHa/i/iK)  K/ieonaTpM»  51k  tohkohd  BiA/iiKy,  oahek  siklao 
cnpo6yBaTn  rpoxH  SMiHMTM  onji/iKy,  crae  Ti/ibKi/i  OAHieio 
3  MO>K/ii/iBnx  BepciM,  a  rpynoBa  «KapTHHHOAeHTpnHHicTb» 
posnapaeTbCfl  na  6araTO  pisHi/ix  «KapTHHHOCTeM»  3 
a6cO-/lKDTHO  HeOAHaKOBMMM  BMTOKaMM  M  MOTMBaMM. 
flia/ior  Ayejy  CaBapoBa  Ta  CennenKa,  a  sroAOM  caMoro 
CaBapoBa  3  aKaAeMinnoK)  (ao  Toro  >k,  ne  Ti/ibKn  i  ne  Tax 
is  coApea/iicTHHHOK),  ak  3  icTopi/iHHOK)  eBponencbKOK)) 
TpaAnpieK)  OHeBMAHHH.  MeHLu  OMeBMAHO  a6o,  npi/inai/iMHi, 
MeHLU  3ara/ibHOBM3HaHO  —  Te,  ipo  asm  Aia/ior  y  >KOAHOMy 
pasi  He  3aKiHHMBC5i  3  nonaTKOM  «p03KapTMHeHH51». 
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Another  conclusion  that  could  be  derived  from  the  the¬ 
ory  of  "painting-centricity"  and  subsequent  "unpainting" 
is  that  at  first  artists  were  almost  hostages  to  the  Soviet 
academic  tradition  with  painting  at  the  top  of  its  genre 
hierarchy,  and  then  gradually  began  to  withdraw  from  its 
yoke.  This  theory  works  well  as  a  point  of  reference  with 
Sadness  of  Cleopatra,  but  if  you  try  to  change  the  optics 
slightly,  it  becomes  just  one  possible  version,  and  group 
"painting-centricity"  falls  apart  into  many  "painting-isms" 
with  different  origins  and  motives.  The  dialogue  between 
the  duo  of  Savadov  and  Senchenko  and  the  academic  tra¬ 
dition  (not  so  much  with  social  realist,  but  with  historical 
European)  is  obvious.  What  is  less  obvious,  or  at  least  less 
generally  recognized,  is  that  this  dialogue  didn't  end  with 
the  beginning  of  "unpainting." 
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Cni/ibHi  BiAeo  AysTy  («ro/ioci/i 
/iK)6oBi»,  1994)  Ta  cjDOTOcepii 
CaBaAOBa  («floH6ac-LUOKO/iaA», 
1997,  «Ko/ieKTMBHe  HepBOHe», 
1998),  3  ixHiMM  6araT0ctDirypHMMM 
KOMnOBMpiflMM  M  KO/lOpHTOM, 
noHepnHyTMMM  b  eBponeMCbKoro 
poMaHTMBMy,  noKaByioTb,  lao  ne- 
pexiA  AO  iHLUMX  MeAia  npuHMU- 
noBO  He  bmIhhb  Toro,  3  akhmh 
cane  Bi3ya/ibHHMn  Ta  iAeo/iorin- 
HMMM  koasmh  npaptOBa/iH  xyAO>K- 
HMKM.  A  caMe  noBepHeHH5i  Ca¬ 
BaAOBa  AO  >KMBonMcy  npojyiroM 
OCTaHHiX  AeC51TH/liTb  Bl/IK/lMKae 
acoMiapii,  paAiue,  b  ca/iOHHMM 
aKaAOMlBMOM. 


Tapac  no/iaraPiKO 
Mijib,  1998 
BiAeo-iHcia/iapia 

Taras  Polataiko 
The  Moth,  1998 
Video  installation 
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The  duo's  videos  {Voices  of 
Love,  1994)  and  Savadov's 
photo  series  {Donbass  Choco¬ 
late,  1997,  Collective  Red, 
1998),  with  their  multi-figure 
compositions  and  palette 
gleaned  from  European  ro¬ 
manticism,  showed  that  the 
transition  to  different  me¬ 
dia  didn't  change  the  visual 
and  ideological  codes  artists 
worked  with.  Whereas  Sava¬ 
dov's  return  to  painting  in 
recent  decades  seems  asso¬ 
ciated  more  with  salon  acade¬ 
mism. 
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y  6i/lbLU0CTi  iHLUl/IX  XyAO>KHMKiB  TaK  BBaHOI  «H0B0I  XBM/li» 
Aia/ior  3  aKaAeMiHHMM  >KMBonMCOM  Aa-nexo  He  TaKi/iM 
OHeBMAHMM.  HaBiTb  KO/IM  BOHM  KOpi/lCTyBa/lMCyi  >KMBO- 
nMCOM  flK  OCHOBHHM  3aC060M  XyAO>KHbOrO  BI/ipa>KeHHfl,  VXHfl 
«KapTMHOMeHTpi/iHHicTb»  6y/ia  paALue  BMMyiueHOio,  a  o6pa3- 
HicTb  >KMBi/i/iacb  i  3  iHLUHx  A>Kepe/i. 

y>Ke  B  70-Ti  poKi/i  aMepi/iKaHCbKMM 
AOC/iiAHMK  Ky/ibTypi/i  fl>KMH  ?lHr6/iaA 
ny6;iiKye  KHMry  niA  Ha3BOK)  Expanded 
Cinema,  b  jiKii/i  onMcye  He  /ii/iiue  re, 

9\K  iHAycjpia  pyxoMMx  o6pa3iB,  axa 
nepeTBopM/iac5i  na  Mepe>Ky  Inter¬ 
media,  LAO  oropHy/ia  n/ianeTy,  6yAe 
poBBMBaTMcyi  Ta  eBO/iK)iJ,ioHyBaTM  b 
Hai/i6/in>KHOMy  Mai/i6yTHbOMy,  nocry- 
noBO  niAMiHfltOHH  co6ok)  pea/ibHicTb 
(«Mh  CTaeMO  CBiAKaMM  jpancclDopMaMiT 
caMoi  cyTHOCTi  >kmtt51  Ha  seM/ii. 

MHCTepTBO,  HayKa  m  MeTacjDiaMKa,  lao 
TaK  AOBro  6y/iM  poBAi-neni  b  BaxiAHOMy 
CBiTi  3  Horo  cnepia/iiBaAieto,  3HOBy  cxoA^iTbCfl  b  oahIm  roHAi; 
iHTepciDeHC  BiAKpMBae  LUHpiuy  ra  r/in6Luy  pea/ibHicTb,  lao 
OHiKye  Ha  Haiue  AOC/iiA>KeHHfl»p,  a  MTe,  yiKBona  B>Ke3MiHi/i/ia 
CBiAOMiCTbCyHaCHOT/lLOAHHl/1,  MKOMyHiKaAiK)3  HaBKO/ll/lLUHiM 
CBiTOM  Ta  MTBopHi  CTpaTerii. 


EflyapA  Ko/iofliw  / 

BiKTOp  X0fl3MHCbKHM 
flOKa/lbHe  SOHayBdHHR 
1995 

Bifleo-iHCTa/iflpifl 

Eduard  Kolodiy  / 
Igor  Khodzinskiy 
Local  Bondage,  1995 
Video  installation 


2  Youngblood,  Gene.  Expanded  Cinenna.  New  York:  E.  P.  Dutton  &  Co.,  Inc.,  1970.,  P.  45 
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With  most  other  artists  of  the  so-called  "New  Wave", 
dialogue  with  academic  painting  isn't  that  obvious. 
Even  when  painting  was  their  main  means  of  artistic 
expression,  their  "painting-centricity"  was  most  iike- 
ly  forced,  and  its  imagery  was  fed  from  other  sources. 


American  cultural  critic  Gene 
Youngblood  published  a  book 
in  1970  titled  Expanded  Cine¬ 
ma  about  how  the  industry  of 
moving  pictures,  having  trans¬ 
formed  into  the  planet-span¬ 
ning  Intermedia  network,  will 
develop  and  evolve  in  the  near 
future,  gradually  replacing  rea¬ 
lity  ("We  are  witnessing  a  me¬ 
tamorphosis  in  the  nature  of 
life  on  earth.  Art,  science,  and 
metaphysics,  separated  for  so 
long  in  the  specialized  world 
of  Western  man,  are  reconver¬ 
ging;  the  interface  reveals  a  broader  and  deeper  re¬ 
ality  awaiting  our  investigation."  )  and  how  it  has 
already  changed  the  consciousness  of  modern  man, 
his  communication  with  the  surrounding  world,  and 
his  creative  strategies. 


2  Youngblood,  Gene.  Expanded  Cinenna.  New  York:  E.  P.  Dutton  &  Co.,  Inc.,  1970.,  P.  45 
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Mo>Ke  3AaTMC5i,  mo  b  MbOMy  r/io6a/ibHOMy  poBLUnpeHOMy 
KiHOTeajpi  nocTpaA^iHCbKi  /ihdah  KiHiJ,5i  80-x  -  nonaTKy  90-x 
BMflBM/lMCfl  /IKDAbMM  663  KBMTKa  —  TaKMMM,  9\k\  MO>KyTb 
nor/iflHyTM  Ha  3anoBiTHni?i  expan  xi6a  mo  Kpi3b  lunapi/iHy 
B  napKaHi.  Y  HaiuiH  pea/ibHOCTi  He  icnyBa/io  rpaHAioBHMx 
My/ibTi/ieKpaHHMX  npoeKpiM  na  npoMi/ic/ioBi/ix  Bi/icTaBKax 
i  B  Myaeyix,  Ka6e/ibHoro  Te/ie6aHeHH5i  Ta  nor/ii/iHaKDHi/ix 
BiAeoirop  i3  aaAHboio  npoeKpieK).  BaananaB  me  1988 
poKy  Mixai/1  ^Mno/ibCKiM,  «ci/ibCbKm/i  tIk  y  HaiiiHx  cjDi/ib- 
Max  nacTO  BMr/iJiAae  ananHO  MeHiii  "pea/ibHHM",  aHi>K  koc- 
mIhhhh  cjDperaT  y  /lyKaca» 

YtIm,  y  KHM3i  ?lHr6/iaAa  jicho  AaeTbcsi  apoayMiTM,  mo  y  06- 
HOMeni  «po3LUMpeHoro  KiHO»  Ba>K/iMBi  He  piaHOManiT- 
HicTb  i  flKicTb  o6pa3iB,  akhm  niAAaeTbCfl  naiua  CBiAOMicTb, 
a  caMMi/i  c|DaKT  aiTKHeHHa  3  hmmm. 

«lHTepMeAia/ibHa  Mepe>Ka  3po6n/ia  nac  ycix  xyAO>KHi/i- 
KaMM  aa  AopyHeHHJiM.flecyiTb  poKiB  neper/i5iAyTe/ieBi3opa 
npi/ipiBHKDHDTbcyi  AO  npoxoA>KeHH5i  nor/ii/i6/ieHoro  xypcy 
aKTopcbKoi  rpM,  cpeHapHoi  ra  pe>KncepcbKoi  MancTep- 
HOCTi.  BeanepepBHa  ai^  Te/ie6aHeHHfl  b  Maci/iBHMx  Aoaax 
BMyLuye  nac  6aHi/iTn  VxHi  MejOAn  Ta  K/iime  flCHime; 
TaeMHmj,i  6i/ibLue  neMae,  mm  MaM>Ke  MO>KeMO  caMi  ctbo- 
pHDBaTM  Te/ienporpaMM.  PlapaAOKca/ibHO  —  pe  yiBMme 
Hece  B  co6i  MO>K/iMBicTb  ocTaTOHHoro  no36aB/ieHH5i  Kino 
bIa  nynoBMHM  Teajpy  Ta  /iiTepaTypM» 


3  ^Mno/ibCKMM,  M.  Kmho  6e3  KMHO  l/IcKyccTBO  KMHO.  -  1988.  -  No  6.  -  C.  88-94. 

4  Youngblood,  Gene.  Expanded  Cinema.  New  York:  E.  P.  Dutton  &  Co.,  Inc.,  1970.,  -  P.  58 
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It's  as  if  in  the  late  1980s  —  early  1990s  post-Soviet  peo¬ 
ple  didn't  have  a  ticket  to  this  global  expanded  movie  the¬ 
ater,  and  could  only  see  the  cherished  screen  through  a 
crack  in  the  fence.  In  our  realities  there  were  no  grandi¬ 
ose  multi-screen  projections  at  industry  exhibitions  and 
museums,  cable  television,  or  immersive  arcade  games 
played  on  rear  projection  displays.  As  Mikhail  Yampolsky 
noted  back  in  1988,  "The  village  barn  in  our  films  often 
looks  less  'real'  than  [George]  Lucas's  spaceships."  ^ 

But  Youngblood's  book  makes  it  clear  that  the  important 
part  of  the  phenomenon  of  "expanded  cinema"  is  not  the 
variety  and  quality  of  images  we  encounter,  but  the  en¬ 
counter  itself.  "The  intermedia  network  has  made  all  of  us 
artists  by  proxy.  A  decade  of  television-watching  is  equal 
to  a  comprehensive  course  in  dramatic  acting,  writing, 
and  filming.  Compressed  in  such  constant  and  massive 
dosage,  we  begin  to  see  the  methods  and  cliches  more 
clearly;  the  mystique  is  gone  —  we  could  almost  do  it  our¬ 
selves.  [...]  Paradoxically  this  phenomenon  carries  with  it 
the  potential  of  finally  liberating  cinema  from  its  umbilical 
to  theatre  and  literature..." 


3  Yampolski,  M.  Cinema  withoutCinema.  The  Art  of  Cinema.  -  1988.  -  Ng  6.  -  P.  88-94. 

4  Youngblood,  Gene.  Expanded  Cinema.  New  York:  E.  P.  Dutton  &  Co.,  Inc.,  1970.,  -  P.  58 
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?1kluo  nomyiHyTM  Ha  >KMBonMC  6araTbox  yKpamcbKi/ix 
xyAO>KHMKiB  Ha  Me>Ki  80-90-x,  to  /lerKO  noMiTi/iTi/i,  9\k  bohm 
no36aB/iflK)TbCfl  ne  /imue  bIa  nynoBMHi/i  Tearpy  Ta 
/liTeparypi/i,  a  m  bIa  caMoT  nynoBi/iHM  «KapTHHHoro» 
MMC/ieHHfl,  AO  Toro  >K,  no36aB/ieHHfl  bIa  ocTaHHboro 
BiA6yBaeTbC5i  HaMiuBi/iALue.  Tyj  u\e  nacTO  e  3aBicM  m 
/laiuTyHKi/i,  a/ie  caMi/iM  npocrip  yiAi/ibHioeTbcyi  a6o  >k  Moro 
3aAH5i  CTiHKa  npoTMKaeTbcyi  (0/ieKcaHAP  rHi/i/ii/iMbKi/iM, 
«HapoA>KeHHfl  BypaTiHO»,  1991,  MaKCi/iM  MaMcixoB, 
«Hopa»,  1993). 

Bi/ibLuicTb  KapjHH  noHMHatOTb  HaraAyBaTM  npoex- 
Miio  Ha  6i/iMM  eKpan  no/ioTHa  (0/ier  fo/iociM,  O/iex- 
caHAP  rHi/i/ii/iiJ,bKMM,  MaKCHM  MaMciKOB,  Irop  ryc€B, 
Ki/ipi/i/io  npoiJ,eHKo).  ripo  «KiHeMaTorpac|DiHHicTb»  nianix 
KapjHH  fo/iocifl  n\Acaf]\A  npaKTMMHO  Bci  aoc/iIahhkh  woro 
TBopnocTi,  Ta  naapyiA  hm  MO>KHa  BBa>KaTi/i  Bi/inaAKOBicTto 
Te,  LAO  3  Moro  KapTMH  6paTH  A/ieWHiKOBM  CTBOpH/ll/l  ClDi/lbM 
«/1lo6ob  Mmko/im  Bepe3KiHa»  (1994).  fleyiKi  xyAO>KHMKM 
Bi/iKopi/icTOByKDTb  HpoeKMiio  6e3nocepeAHbo  — 

HiHKan  nmue  «BiAeo>Ki/iBoni/ic»,  npoeKTytOHM  CTon-KaApn 
Ha  no/iOTHO,  KDpiM  Co/iomko  npapioe  B>Ke  3  Ki/ibKOMa 
npoeKMiHHMMI/l  LUapaMM,  HaK/iaAOtOHM  K/iaCMHHi  KapTMHI/l 
Ha  ABOMipny  npoeKpiK)  aeMHOi  noBepxni. 

TyT  MM  CTMKaeMocyi  3  cjDeHOMeHOM  MOAia-MMCTepTBa  b 
yMOBax  BiAcyTHOCTi  MOAia,  kIho,  no6aHeHoro  «/ik)ahhoio 
6e3  KiHoanapaTa»  Ta  cnpoeKTOBanoro  o/iImhmmm  c[)ap6a- 
MM  Ha  KOM6iHaTiBCbKe  nO/lOTHO  2X  3  MeTpM  — CjDeHOMeHOM, 
51KMM  BXOAMTb  AO  HaHTeoHy  «po3LUMpeHoro  KiHO»  Ha  piB- 
HMX  npaBax  ia  3o6pa>KeHH5iMM,  npoApJinaHMMM  na  n/iiBiJ,i, 
noGaneHMMM  niA  nac  JICfl-Tpiny  a6o  noKaaaHMMM  b 
ByAMHKy  kIho. 
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If  you  look  at  the  paintings  made  by  many  Ukrainian  ar¬ 
tists  at  the  turn  of  the  1980s/1990s,  it's  easy  to  see  how 
they  are  being  liberated  not  only  from  the  umbilical  of 
theater  and  literature,  but  from  the  umbilical  of  pictorial 
thinking  —  with  the  latter  happening  fastest.  There  are 
still  curtains,  but  the  space  itself  is  being  flattened  or  its 
back  wall  is  being  pierced.  (Oleksander  Hnylytskyj,  Birth 
ofPinocchio,  1991,  Maksim  Mamsikov,  Hole,  1993).  Most  of 
the  paintings  begin  to  resemble  projections  on  white  can¬ 
vas  screens  (Oleg  Golosiy,  Oleksander  Hnylytskyj,  Maksim 
Mamsikov,  Igor  Gusev,  Kirill  Protsenko).  Nearly  everyone 
who  studied  Golosiy  wrote  about  the  "cinematographic¬ 
ness"  of  his  late  paintings,  and  so  it's  no  coincidence  that 
the  Aleinikov  brothers  used  his  paintings  to  make  their 
film  Nikolay  Berezkin's  Love  Story  (1994).  Some  artists  use 
projection  directly:  Iliya  Chichkan  makes  "video-paintings" 
by  projecting  still  images  on  canvas,  while  Yuri  Solomko 
works  with  several  projection  layers,  imposing  classical 
paintings  on  a  two-dimensional  projection  of  the  earth's 
surface. 

Here  we  encounter  the  phenomenon  of  media  art  in  the 
absence  of  media,  film  "seen  without  a  video  camera" 
and  projected  with  oil  paints  onto  a  2x3  meters  canvas  — 
a  phenomenon  that  enters  the  pantheon  of  "expanded 
cinema"  on  equal  terms  with  images  scratched  onto  film, 
seen  during  an  LSD  trip,  or  shown  at  the  cinema. 
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Bajiepifl  TpySina  /  Haia/iifl  (Di/iOHeHKO 

Hapewewi,  1999 

Bifleo 

KaMepa:  IsaH  CayiKiH 

Valeria  Trubina  /  Natalia  Filonenko 

Brides,  1999 

Video 

Canera:  Ivan  Sautkin 
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OjieKcaHflp  rHM/iupbKMM  /  HaTa/iiJi  Oi/ioHeHKO  /  MaKCHM  MaMciKOB 
HeciHHfi  TpyHM,  1992 
Bifleo-AOKyMeHTapifl  nep(|)opMaHcy 

Oleksander  Hnylytskyj  /  Natalia  Filonenko  /  Maksym  Mamsikov 

Bearing  the  Coffin,  1992 

Video  documentation  of  performance 
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HaM6i/ibLU  noc/iiAOBHMM  i  n/iiAHUM  yKpamcbKHM  xyAO>K- 
HMKOM  90-X  pOKiB,  51K1/IM  npapiOBaB  3  MeAiMHMMM  iAeyiMM 
npaKTMHHO  6e3  AOCTyny  AO  HOBuxTexHO/ioriw,  6yB  Bacn/ib 
Uaro/iOB.  y  Moro  KOHAenpii  TBepAoro  Te/ie6aHeHH?i, 
po3po6Ky  flKOixyAO>KHi/iKnoHaB  1992  poxy,  3  0AHoro  6oKy, 
/lerKO  BraAyHDTbCJi  oGpucn  n/iajoHiBCbKoro  MicjDy  npo 
nenepy  (HeBi/inaAKOBO  Ha3Ba  Bi/icTaBKi/i  Uaro/ioBa  1992  po¬ 
xy  «CBiT  6e3  iAeM»  6e3nocepeAHbo  ane/iioe  ao  fl/iaTOHa), 
3  iHLuoro  6oxy,  —  poSuTbca  aolao  CTpaxir/inBe  npopopTBO 
npo  enoxy  nocrnpaBAn  i  ctDeMxoBMx  hobmh,  axa  BTi/in/iacfl 
B  pea/ibHicTb  3a  HBepxb  CTO/iiTTJi.  TpaxTytonn  cbIt  ax  c|Dix- 
Miio,  npoexpix),  Ha6ip  iMiTapiMHux  noAifi,  Uaro/ioB  6yAyBaB 
CBOKD  xyAO>XHK)  npaxTMxy  90-x  yix  cepix)  excnepi/iMeHTiB, 
y  51XMX  pi3Hi  MOAia  BMnpo60ByKDTbC51  Ha  TxHKD  3AaTHiCTb 

CTaTM  iAea/ibHMM  HapajHBHHM  iHcrpyMeHTOM  onwcy 
pieV  c|Dixi4ii'  —  >xi/iBoni/ic  («ryMa  noHyTTiB»,  1992),  nocraHO- 
BOHHa  ctDOTorpaclDifl  («CBiT6e3  iAei?i»,  1992,  «KpnMiHa/ibHm7i 
TM>XAeHb»,1994,«SoftHorrors»,  1998),BiAeo5ix3aci6c|Dixca- 
Mii  iHcpeHOBaHoi  noAii  («Kap/ia  Mapxca  —  flep  /laLue3», 
1992,  «The  End»,  1995)  i  BiAeo  ax  xiHeMaTorpacjDiHHHM 
iHCjpyMeHT  («Mo/iOHHi  coci/icxi/i»,  1994). 
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The  most  consistent  and  productive  Ukrainian  artist  of 
the  1990s  who  worked  with  media  ideas  without  access 
to  new  technologies  was  Vasyl  Tsagolov.  In  his  concept  of 
Solid  Television,  which  he  began  developing  in  1992,  it  is 
easy  to  see  an  outline  of  Plato's  allegory  of  the  cave  (not 
surprisingly,  Tsagolov's  1992  exhibition  title  World  Without 
Ideas  appealed  directly  to  Plato)  on  the  one  hand. 

On  the  other  hand  he  makes  several  frightening  prophe¬ 
cies  that  would  become  reality  during  the  age  of  post-truth 
and  fake  news  a  quarter  century  later.  Treating  the  world 
as  fiction,  projection,  a  collection  of  simulated  events, 
Tsagolov  built  his  artistic  practice  in  the  1990s  as  a  series 
of  experiments  in  which  different  media  were  tested  for 
their  ability  to  become  the  ideal  narrative  tool  to  describe 
this  fiction:  painting  {Rubber  of  Feelings,  1992),  staged 
photography  (World  Without  Ideas,  1992,  Criminal  Week, 
1994,  Soft  Horrors,  1998),  video  as  a  means  of  recording  a 
staged  event  {Pere  Lachaise  on  Karl  Marx  Street,  1992, 
The  End,  1995)  and  video  as  a  cinematographic  tool  {Milk 
Sausages,  1994). 
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BacMJib  UaroJiOB 

PodiTHMK  i  KOfirocnHMK,  1995 

Bifleo-flOKyMeHiauifl  nep(|)opMaHcy 

KaMepa:  Ceprifi  JlKyHiH 

HaAaHO  «MicbKMM  MeAiaapxiBOM»  UeHipy 

MicbKoi  icTopii  UeHipa/ibHO-CxiAHoi  CBponn 


Vasyl  Tsagolov 

Worker  and  Collective  Fancier,  1995 
Video  documentation  of  performance 
Camera:  Serhiy  Yakunin 

Courtesy  of  the  Urban  Media  Archive  of  Centre  for  Urban 
History  of  East  Central  Europe 


CBoepiAHMM  anoc|Deo30M  Mboro  eKcnepuMeHry, 
LUO  p03T5irHyBC51  Ha  Ki/lbKa  pOKiB,  MO>KHa 
BBa>KaTM  c|Di/ibM  «TV-News»,  jikhm  6yB  3H51ti/im  u/iji 
BHCTaBKH  1998  poKy  «lHTepMeflia»  i  e  flo6ipKOK) 
nceBAOHOBMH,  LUO  o6e336poiO€  r/ifluana  CBoeto 
niAKpec/ieHOK)  6e3r/iy3AicTK).  fla/ii  b  uii7i  eBO/iKDuiT 
LU/151X  xyAO>KHMKa  Mir  6m  npo/i5iraTM  ao  xaKiHry 
Te/ieTpaHC/i5iuiM,  cnepecjDeKTiB,  iHTepHejy  — 
OAHaK  Uaro/ioB  3AiMCHMB  HecnoAiBaHMM  noBO- 
poT  HaaaA  AO  >KMBonMcy.  EBO/itouiMHa  jpaeKTopia 
pyxy,  flKa  tbk  Ao6pe  BK/iaAa/iaca  b  Teopiio  npo 
«p03KapTMHeHHfl»,  HeCHOAiBaHO  BMflBM/iaCfl 
BCboro-Ha-  BCboro  nej/ieK). 


150 


BacM/ib  UaroJiOB 
The  End,  1995 
Bifleo 

Vasyl  Tsagolov 
The  End,  1995 
Video 


The  film  TV-News  could  be  considered  a  kind  of 
apotheosis  of  this  years-long  experiment. 

Made  for  the  Intermedia  exhibition  in  1998,  it  fea¬ 
tures  a  series  of  pseudo-news  stories  that  disarm 
the  viewer  with  their  exaggerated  absurdity. 
Although  the  artist  could  have  continued  down 
this  evolutionary  path  into  TV  hacking,  special 
effects  and  the  internet,  Tsagolov  made  an  unex¬ 
pected  return  to  painting.  The  evolutionary  trajec¬ 
tory  that  fit  so  well  into  the  theory  of  "unpainting" 
unexpectedly  turned  out  to  be  just  a  loop. 


151 


?1kluo  TBopnicTb  Uaro/ioea  b  90-Ti  Bi/ir/isifla/ia  TaKOK),  140 
eBO/ifOMioHye  sa  npaKTHHHO  AapBiHicTCbKOK)  jpaeKTopieK) 
(>Ki/iBoni/ic  —  c|doto  —  Bifleo),  to  icTopiio  iHiuoro  croBna 
yKpaiHCbKoro  «MeAia-apTy  6e3  MeAia»,  0/ieKcaHApa 
rHU/lMAbKOrO,  MO>KHa  CMi/lMBO  OXapaKTepUByBaTM  flK 
apxeo/ioriHHy  Ta  He/iiHiMHy.  MucTepTBO  rHM/imj,bKoro 
icHye  B  TOMy  icTopuHHOMy  HapajuBi,  as  npeATeneK) 
MOHiTopa  e  TKaiJ,bKMM  BepcTar,  KiHeMajorpacjDa  — 
TayMajponn  BiKTopiaHCbKoV  enoxi/i  i  KaMepi/i-o6cKypi/i 
xyAO>KHi/iKiB  BiApoA>KeHHfl,  po6oTOTexHiKi/i  —  MexaHiHHi 
irpaiuKM  XVII  CTO/iiTTfl  tolao.  He3Ba>KaK)Hi/i  Ha  to,  lao 
npOT5irOM  90-X  rHH/lHAbKMM  npaKTMHHO  He  CTBOpi/lB  po6iT, 
9\k\  c|DopMa/ibHO  MO>KHa  6y/io  6  aapaxyBajn  ao  MeAia- 
MMCTepTBa,  KO>KeH  MOrOTBip  BHyTpilUHbO  i  nOTeHAiMHO 
MeAia/ibHHM  Mepe3  nocrii/iHy  rpy  xyAO>KHHKa  3  onji/iKOio, 
nOr/lflAOM,  BMKpHB/ieHHflM.  y>Ke  B  >KI/1BOnMCi  rHH/lMAbKHM 
yciMa  CH/iaMH  HaMaraeTbca  nepenecTi/i  3o6pa>KeHHfl  3 
ABOMipHoi  noBepxHi  b  iHLUi/iM  npocTip  —  KOHiJ,enTya/ibHO 
HM  OnTMHHO  BiACTOpOHeHMM  bIa  HO/lOTHa. 
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If  Tsagolov's  work  in  the  1990s  seemed  to  evolve  along 
a  Darwinian  trajectory  (painting— photography— video), 
the  story  of  another  Ukrainian  pillar  of  "media  art  with¬ 
out  media"  —  Oleksander  Hnylytskyj  —  can  be  described 
as  archeological  and  non-linear.  Hnylytskyj's  art  exists  in 
that  historical  narrative  where  the  precursor  of  the  moni¬ 
tor  is  the  loom,  the  precursors  of  the  cinematography  are 
the  thaumatropes  of  the  Victorian  era  and  camera  obscu- 
ras  of  the  Renaissance,  the  precursor  of  robotics  are  the 
mechanical  toys  of  the  17  th  century,  etc.  Despite  the  fact 
that  in  the  1990s  Hnylytsky  made  almost  no  works  that 
could  formally  be  considered  media  art,  each  of  his  works 
had  an  internal  media  potential  on  account  of  the  artist's 
constant  play  with  optics,  view  and  distortion. 

In  his  paintings  Hnylytskyj  tries  in  every  way  to  trans¬ 
fer  the  image  from  a  two-dimensional  surface  to  another 
space  —  conceptually  or  optically  detached  from  the  can¬ 
vas. 
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y  KHi/i3i  «fleMOH  i  /ia6ipnHT»  Mixai/i  5lMno/ibCKiM  qi/iTye 
AyMKM  fl>KOHa  /lOKKa  npO  MUCTepTBO  aHaMopcf)03M: 
«Ma/lK)HOK,  CK/iaASHUM  TaKMM  HMHOM  i3  HaCTMH,  y  flKI/IX 

He  BHAHO  >KOAHoV  CHMeTpiV  i  >KOAHoro  nop^AKy,  can  no 
co6i  npeACTaB/iae  He  6i/ibLu  n/iyraHy  piH,  aHi>K  KapTMHa 
noxMyporo  He6a,  yiKy  hIxto  He  6yAe  BBa>KaTM  n/iyraHOK) 
KapTMHOKD,  XOHa  B  hIm  TBK  CBMO  MB/IO  HOpSIAKy  B  KO/lbOpi 
M  o6pMcax».  ?lMno/ibCbKiM  po3BMBae  ij,kd  AyMxy:  «XMapa 
He  3Aa€TbCfl  HBM  XaOTHHHOK)  TOMy,  LAO  MH  3acTocyBa/in 
AO  'm  o6pi/iciB  npaBH/ibHy  Ha3By.  C/iobo,  TaKi/iM  hhhom, 
npoeKTyeTbCfl  na  xaoc  /linii/i  noAiSno  ao  AsepKa/ia,  9\Ke 
niAHOC5iTb  AO  aHaMopc|D03M.  flaepKa/io,  Taxi/iM  hhhom,  Aie 
caMe  c/ioBecHe  no3HaHeHH5i,  naaaa,  naAaioHH  3o6pa- 
>KeHHK)  xapaKTep  a/ieropii»^.  Yc9\  TBopnicTb  THH/iHAbKoro 
npOCflKHyja  TeMOK)  aHaM0pC|D03H,  XaOTHHHOI  AiwcHOCTi, 
flKa  CK/iaAa€TbCfl  b  o6pa3  to  lu/iaxom  naanBaHH^, 
nacoM  napaAOKca/ibHoro,  to  3a  AonoMoroio  ohthhhhx 
H  KineTHHHHX  TpHDKiB,  a  3roAOM  3HOBy  po3naAaeTbC5i 
Ha  6e3/iiH  BiAo6pa>KeHb  i  BHKpHB/ieHHX  cjDparMeHTiB. 
Ufl  XHTKiCTb,  HeMO>K/lHBiCTb  CHHTe3yBaTH  6yAb-flKy 

Bi3ya/ibHy  KOHCTaHTy,  lao  CTa/ia  ohobhahok)  lao  b«Kphbhx 
AsepKa/iax.  >Khbhx  KapTHHax»,  Aocarae  CBoro  anoc|Deo3y 
B  HaH6i/ibLU  ni3Hix  >KHBonHCHHX  po6oTax  XyAO>KHHKa. 


5  5lMnojibCKi/iM,  Mi/ixai/iJi.  fleMOH  i/i  /la6i/ipi/iHT  (fli/iarpaMMbi,  flecfDopMaui/ii/i,  Mi/iMeci/ic). 
M. :  HoBoe  /ii/uepaTypHoe  o6o3peHne,  1996,  C.224-225. 
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In  his  book  The  Demon  and  the  Labyrinth,  Yampolsky 
quotes  John  Locke's  ideas  on  anamorphic  art:  "A  drawing 
made  in  this  way  of  parts  in  which  there  is  no  visible  sym¬ 
metry  or  order  is  in  itself  no  more  confusing  than  a  pain¬ 
ting  of  a  cloudy  sky  that  nobody  will  consider  a  confused 
painting,  although  there  is  equally  little  order  in  the  co¬ 
lors  and  contours." 

Yampolsky  expand  on  this  idea:  "A  cloud  doesn't  seem 
chaotic  to  us  because  we  gave  its  contours  a  proper 
name.  The  word  thus  projects  chaos  onto  the  lines  like  a 
mirror,  similar  to  anamorphosis.  [...]  The  mirror  thus  acts 
as  a  verbal  designation,  a  name  giving  the  image  an  al¬ 
legorical  nature."^  All  of  Hnylytskyj's  work  deals  with  the 
theme  of  anamorphosis,  a  chaotic  reality  that  enters  the 
image  through  name,  sometimes  paradoxical,  or  through 
optical  and  kinetic  devices,  then  falls  apart  into  a  multi¬ 
tude  of  reflections  and  distorted  fragments.  This  fragility, 
this  inability  to  synthesize  a  visual  constant,  which  was  al¬ 
ready  apparent  in  Curved  Mirrors.  Living  Pictures,  reaches 
its  apotheosis  in  the  artist's  late  paintings. 


5  Yampolski,  M.  The  Demon  and  The  Labirynth  (Diagrams,  deformations,  mimesis). 
Moscow. :  New  Literature  Overview,  1996,  P.  224-225. 
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HanpuKiHui  90-x  3'yiB/i5ieTbC5i  npo6/iMCK  Haflii  Ha  Te, 
LUO  enoci  «Meflia-MMCTeMTBa  6e3  Meflia»  HacraHe 
AOBrooHiKyBaHHH  KiHeub.  riojiBa  nporpaMi/i  Ihc|do  Meuia 
BaHKy  UeHjpi  cynacHoro  Mi/iCTeuTBa  (Copoca)  npi/i  KiieBO- 
MormiflHCbKiH  AKaueMiV  3  HenoraHOto  TexHiMHOio  6a30K), 
npoBefleHHyi  MaiicTep-K/iaciB  Mo/iofli/ix  xyAO>KHMKiB 
i3  pi3Hi/ix  HOBi/ix  TexHO/ioriM  Biaya/iiaauiiTa  npeaeHTauii, 
3acHyBaHHyi  cjDecTi/iBa/iiB  —  cnonaTKy  cjDecTMBa/iio 
BiAeo-apjy  Dreamcatcher,  aroAOM  —  c|DecTi/iBa/iio 
MOAia-MMCTeuTBa  KIMAF,  /leKuii  3ipoK  i  Teopeji/iKiB 
MOAia-MMCTeuTBa  ByAi  Bacy/iKn,  fepMaHHa  Hbopinra, 
EpKKi  XyjaMO,  Bcynepen  cnoAiBaHHSiM,  He  npM3Be/iM 
AO  OHiKyBaHoro  6yMy  m  cn/iecKy  aKTi/iBHOCTi  CTapi/ix  i 
HOBMX  MeAia  xyAO>KHHKiB.  CboT  «TV-News»  Uaro/ioB  y>Ke 
MaB  MO>K/ll/1BiCTb  MOHTyBaTH  HB  CyHaCHOMy  KOMn'iOTepi 
B  MeAia/ia6opaTopiT  14CM,  a/ie  ue  >koahi/im  hhhom  ne 
no3HaHi/i/iocfl  Ha  KinpeBOMy  npoAyKTi;  6epyHi/i  ynacTb 
y  nepiuoMy  cjDecTi/iBa/ii  KIMAF,  rHM/imj,bKMM  Bi/i6yAyBaB 
KaMepy-o6cKypy  3  flCn  i  npo>KeKTopa  («Sun  City»,  2000). 

rioLui/ipeHHfl  an/iiKauii/iHi/ix  c|DopM  p,n9\  ynacri  y  BopKiuonax 
i  BMcraBKax  npoxoAn/io  b  pe>KHMi  cepeAHbOMy  Mi>K  luoy 
«A/i/io,  MM  LuyKaeMO  Ta/iaHTM»  i  kpmkom  BO/iaHDHoro 
B  nycre/ii.  Hac  nosiBM  b  yKpamcbKMX  xyAO>KHMKiB 
MeAiaMMC/ieHH5i  jparinno  ne  36irc5i  3  nacoM  noyiBM  330BHi 
y  HMX  B/iacHe  MeAia  p,n9\  Moro  pea/iiaapiV. 
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In  the  late  1990s  there  are  flashes  of  hope  that  the  era  of 
"media  art  without  media"  would  come  to  a  long-awaited 
end.  The  opening  of  the  Info  Media  Bank  program  at  the 
Soros  Center  for  Contemporary  Art  at  Kyiv-Mohyla  Aca¬ 
demy,  with  its  good  technical  facilities,  master  classes  for 
young  artists  in  various  new  visual  and  presentation  tech¬ 
niques,  new  festivals  (first  Dreamcatcher  video  art  fes¬ 
tival  and  then  KIMAF  —  Kyiv  International  Media  Art 
Festival),  lectures  by  media  art  superstars  and  theorists 
Woody  Vasulka,  Hermann  Noering  and  Erkki  Huhtamo, 
did  not  spur  the  expected  boom  in  activity  by  old  and  new 
media  ar-tists.  Tsagolov  could  now  edit  his  TV-News  on  a 
modern  computer  at  the  CCA  Media  Laboratory,  but  this 
didn't  affect  the  final  product;  for  the  first  KIMAF  festival, 
Hnylytskyj  made  a  camera  obscura  using  chipboard  and 
a  spotlight  {Sun  City,  2000). 

Applications  to  participate  in  workshops  and  exhibitions 
were  given  out  in  a  manner  somewhere  between  the  So¬ 
viet  talent  show  Hello,  We're  Looking  for  Talent  and  a  wai¬ 
ling  cry  in  the  desert.  Tragically,  the  time  when  Ukrainian 
artists  began  thinking  in  media  did  not  coincide  with  the 
time  when  they  had  the  media  to  realize  these  thoughts. 
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OKcaHa  Hene/iMK 
Xop,  1998 
Bifleo 

Oksana  Chepelyk 
Choir,  1998 
Video 


AHflpiM  B/iyflOB  /  BiraJiiw  CepAiOKOB 

JlMnneBe  powflo,  1995 

Bifleo 

Andriy  Bludov  /  Vitaly  Serdyukov 

July  Rondo,  1995 

Video 
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ByM  Bifleo-apjy  b  flpyriM  no/ioBUHi  90-x  BiA6yBaBC5i, 
LUonpaBAa,  b  OAeci.  Tyj  BiA6yBC5i  yHiKa/ibHUM  lAac/ii/iBUM 
36ir  abox  o6cTaBi/iH  —  ncuxoAe/iiHHOi  peBO/nopii  Ta 
Ha^BHOCTi  B  OAeci  jpaAnpii,  sa  akok),  Ha  BiAMiny  bIa 
Kmcbb,  Ha  xyAO>KHK)  cpeny  ne  /imue  AonycKa/ii/icfl,  a/ie  m 
HaBiTb  HacoM  AOMinyBa/in  na  hIm  /ikdah  6e3  npoc|DeciMHOi 
xyAO>KHboi  ocBiTM.  TaKi/iM  HMHOM,  y  90-x  B  OAecbKe 
xyAO>KHe  cepeAOBMiAe  npi/iMiu/io  Oararo  /ikdasm,  9\k\ 
6y/in  noB'flaani  3  Te/ieOanenHyiM  hm  npocTO  Ma/iM  aocbIa 
poOoTH  Ha  HbOMy  (f/iiO  Kaynyx,  AhapIh  Ka3aHA>KiM,  Yra 
Ki/ibrep,  BixTop  Ma/iflpenxo). 

noeAHaHH5i  Te/ie6aHeHHyi  ja  ncHXOAe/iinnoro  aocbIay 
ABOX  x/iKDHOBMX  cx/iaAOBMX  «po3Lui/ipeHoro  XiHO»  3a 
fl>xMHOM  ^HfO/iaAOM,  AS  po3Lui/ipeHa  CBiAOMicTb  rpanc- 
/itoe  ce6e  b  npocjip  re/ieBiaii/iHoro  MOB/iennyi,  mo  necxin- 
MCHHO  po3Lui/ipK)eTbCfl,  BHaHLu/io  CBOC  BiAo6pa>xeHHa, 
30xpeMa  B  Te/ieBi3iMHiM  nporpaMi  «Ka/iinco»,  yixy  3 
1993  poxy  po6m/im  na  OAecbxoMy  Te/ieOanenHi  AhapIm 
Ka3aHA>Kii?i  i  CepriM  BaxyMenxo.  KoMn'torepHHH  MopcjDiHr 
crae  3aco6oM  TpaHC/i^MiT  nepcona/ibHoro  ra/itopi/iHa- 
TopHoro  AOCBiAy  B  xo/iexTHBHHM  MOAianpocxip  (rni6 
KaTHyx,  «Anoxa/iinco»,  1995). 
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But  there  was  indeed  a  boom  in  video  art  in  the  second 
half  of  the  1990s  —  in  Odessa.  It  was  a  kind  of  lucky  coin¬ 
cidence  of  two  circumstances:  the  psychedelic  revolution 
and  tradition  in  Odessa,  unlike  in  Kyiv,  where  people  with¬ 
out  a  formal  artistic  education  weren't  just  allowed  onto 
the  art  stage,  but  sometimes  even  dominated  it. 

Many  people  with  television  experience  joined  the  Odes¬ 
sa  art  community  in  the  1990s  (Gleb  Katchuk,  Andriy  Ka- 
zandzhiy,  Ute  Kilter,  Victor  Malyarenko).  The  combination 
of  television  and  psychedelic  experience,  two  key  compo¬ 
nents  of  Youngblood's  "expanded  cinema,"  where  expan¬ 
ded  consciousness  translates  into  the  ever-expanding 
space  of  television  broadcasting,  were  reflected  in  the 
Odessa  TV  program  Calypso  that  Andriy  Kazandzhiy  and 
Sergiy  Bakumenko  started  producing  in  1993.  Compute¬ 
rized  morphing  becomes  a  means  of  broadcasting  per¬ 
sonal  hallucinations  in  the  collective  media  space  (Gleb 
Katchuk,  Apoca/ypso,  1995). 
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y  Kneei  Mop0iHr  nepeTBopraeTbcyi  I/i/ieio  IcynoBUM  Ha 
3Hapyiflflyi30BciM  iHiuoror'aTyHKy  («>Kara»,  1998,TexHiHHa 
pea/ii3ai4ifl  —  laan  UtonKa).  9\k  ypo6opoc,  mo  Kycae  ce6e 
3a  xBicT,  pe  3aKi/ibMbOBaHe  Bifleo,  axe  CK/iaflaeTbca  i3  cepii 
noc/iiflOBHMx  nepeTBopeHb  OAHieV  KapTMHM  xyAO>KHi/iKa 
Ha  iHLuy,  HOMOB  CMMBO/ii3ye  nopoHHe  ko/io  Ki/iiBCbKoTxy- 
AO>KHboi  CMTyaMii,  5iKa,  npaKTi/iHHO  ro/ii/iMi/i  pyKaMi/i 
Bi/ipBaBLUi/i  ce6e  3  n/iomuHi/i  no/ioTHa,  3HOBy  noBep- 
TaeTbCfl  AO  pieV  h/iolahhh,  MatOHi/i  b  po3nopflA>KeHHi 
HaMcyHacHiiui  rexHO/ioriT.  Hai/i6i/ibLu  Hanpy>KeHi  tohkm 
bIaoo  —  npocTopy  Mi>K  o6pa3aMn,  ko/ih  npoMi>KHi  (jDaBM 
nepeTBopK)K)TbC5i  na  MOHCTpyoani  MacKi/i  m  na  mhtb 
HOMOB  3aBMMpaKDTb,  3arpO>KyK)HM  HiKO/lM  HO  HOBepHyTM 
C06i  MiMeTMHHiCTb  —  OAHBK  CTpaiUHa  MMTb  MMHae, 
i  Ha  expani  3HOBy  a'^B/iaeTbCfl  po36ip/inBHM  o6pa3. 
noHaroK  i  Kinepb  BiAeoner/ii  —  CHMBO/iinni  ao  3HeMori/i: 
MeTaM0pCtD03l/1  nOMMHaKDTbCfl  30BHi  Taxoro  3aTHLUHOrO, 
a/ie  HeAB03HaHH0  AncxoMcjDopTHoro  /ii>xeHxa,  ag  cn/iyiTb 
BOBX  i  HepBona  lllanoHxa,  i  3axiHHyK)TbC5i  TaM  caMO  — 
BiHHa  rapaHTifl  noBepnenHa  ao  Hecnoxinnoro  cny  i  no- 
Aa/ibLuoro  npo6yA>KeHHfl  —  i  neMi/iHynoro  neproBoro 
noBepHeHHfl  ao  cny. 
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In  Kyiv,  Iliya  Isupov  transforms  morphing  into  a  different 
kind  of  tool  {Zhaga,  1998,  technical  realization  by  Ivan 
Tsupka).  Like  an  ouroboros  eating  its  own  tail,  this  looped 
video  made  through  the  serial  transformation  of  one  pain¬ 
ting  into  another,  could  symbolize  the  vicious  circle  of  art 
in  Kyiv  —  having  pulled  itself  out  of  the  plane  of  the  can¬ 
vas  with  its  bare  hands,  it  is  again  returning  to  this  plane, 
though  having  the  latest  technology  at  its  disposal. 

The  tensest  parts  of  the  video  are  the  expanses  between 
the  images,  when  the  intermediate  phases  turn  into  mon¬ 
strous  masks  and  for  a  moment  seem  to  freeze,  threate¬ 
ning  to  never  regain  their  mimesis  —  but  the  frightful  mo¬ 
ment  passes,  and  a  discernible  image  reappears  on  the 
screen.  The  beginning  and  end  of  the  video  loop  screams 
with  symbolism:  the  metamorphoses  begin  with  Little  Red 
Riding  Hood  and  the  wolf  sleeping  together  in  a  seeming¬ 
ly  cozy  but  clearly  uncomfortable  bed,  and  end  there  too 
—  like  the  eternal  guarantee  of  troubled  sleep,  followed 
by  awakening,  and  inevitable  return  to  sleep. 
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ApxiB 

Archive 


iBopn  AHApifl  Boaposa  Ha  BMcraBui  Bohm 
HauioHajibHa  6i6;iioTeKa  EcTOHii 
Ta/i/iiHH,  1996 

Works  by  Andriy  Boyarov  at  the  exhibition  They 
National  Library  of  Estonia 
Tallinn,  1996 


MHpocJiaB  Jlrofla  nifl  nac  reneHiHry  TpaHcunbBaHCbKMii  nec 
OneKCM  (DypAiflKa,  Onera  BopoHKa  la  iHiuMX  aaiopiB 
iBaHO-OpaHKiBCbK,  1997 

Myroslav  Yagoda  at  the  happening  Transylvanian  Dog 
by  Oleksa  Furdiyak,  Oleg  Voronko  and  other  authors 
Ivano-Frankivsk,  1997 


MoBHaHHs  goKTopa  JleKTepa  Bixiopa  ManapeuKa 
B  eKcnoBMpii  BMcraBKM  Henpi/ipopHnii  Rodip 
OAeca,  1997 

Victor  Malyarenko's  The  Silence  of  Dr.  Lecter 
on  display  at  the  exhibition  Unnatural  Selection 
Odesa,  1997 
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Maprapma  Binepb  Ha  sPioMKax  Biffeodony 
1998 

Margarita  Zinets  during  the  filming  of  Videoball 
1998 


Bacwnb  LjaronoB  nip  nac  iHCiajiiOBaHHfl  Mojiohhhx  cochcok 
Ha  BMcraBpi  Barbaras. Hoee  BapeapcbKe  bmpInhs 
ByAHHOK  xyAO)KHMKa,  Kmib,  1995 

Vasyl  Tsagolov  during  the  installation  of  Milk  Sausages 
at  the  exhibition  Barbaras.  A  Neu  Barbarian  Vision 
Central  House  of  Artists,  Kyiv,  1995 


Kupn/io  HiHKaH 
Kmib,  1993 
OoTo:  MwKOJia  Tpox 


Kyrylo  Chichkan 
Kyiv,  1993 

Photo  by  Mykola  Trokh 


MyjibTMMefliMHa  iHCTa/iapifl 
Bap-Bap-OcT  i  nep(|)opMaHC 
Apcena  CasaflOBa  ra  feopriyi 
CeHHeHKa  Ha  BMCiaBpi 
Barbaras.  Hose  BapeapcbKe 

BMffiHHS. 

ByAMHOK  xyAO>KHMKa,  Kmib, 
1995 

Multimedia  installation 
Bar-Bar-Ost  and  perfor¬ 
mance  by  Arsen  Sava- 
dov  and  Georgy  Senchen- 
ko  during  the  exhibition 
Barbaras.  A  Nqiai  Barbarian 
Visian 

Central  House  of  Artists, 
Kyiv,  1995 
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Szuper  Gallery 

(naBJio  Kepecrefi,  CioBaHHa  K/iayseH,  KpiciiaH  Xi/ir) 
flpoeKT  Black  Rage 
MwHxeH,  1995 

Szuper  Gallery 

(Pavlo  Kerestey,  Susanne  Clausen,  Christian  Hilt) 

Project  Black  Rage 
Munich,  1995 

AHflpifi  KaBaHflMiM 

Bifleo-iHcranapia  BaraTTR  ua  Bucraspi  Meffiaronif} 

UeHTpaJibHMM  GyflUHOK  xyAOKHUKa,  MocKsa,  1994 

Andrey  Kazandzhiy 

Video  installation  Bonfire  at  the  exhibition  Wew  Media  Topia 
Central  House  of  Artists,  Moscow,  1994 


BiorpacJjiT 

Bios 


Bacmib  Ea>KaM 

Hap.  1950  p.  y  JlbBoei.  >Ki/iBoni/icei4b,  aBTop 
BiAeo-apjy,  iHcxa/ifiuiM  Ta  nepcfiopMaHciB. 
>Ki/iBeTa  npautoe  yJlbBOBi. 


AHApiM  E/iyAOB 

Hap.  1962  p.  B  VccypiMCbKy.  >Ki/iBoni/icei4b, 
rpacfDiK,  BiAeo-xyAO>KHi/iK.  y  90-Ti  —  cniB- 
opraHisaTop  /leHA-apj  cjDecTi/iBa/iK)  «Bec- 
H^Hi/iM  BiTep».  >Ki/iBe  xa  npautoe  b  Ki/i€Bi. 


AHApiM  EonpoB 

Hap.  1961  p. yJlbBOBi.  MeAia-xyAO>KHi/iK, 
He3a/ie>KHi/iM  Kypaxop,  saMMaeTbc^  koh- 
uenyya/ibHOK)  cfDOTorpacjDieK).  >Ki/iBe  i 
npautoe  yJlbBOBi. 


O/ieKcaHAP  BepeiAaK 

Hap.  1971  p.  BflHinpoA3ep>Ki/iHCbKy. 
3aMMa€Tbc^  BiAeo-apjoM  xa  >Ki/iBoni/icoM. 
>Ki/iBe  i  npautoe  b  Ki/i€Bi. 


rjii6  BmuecjiaBCbKiiM 

Hap.  1962  p.  B  Ki/i€Bi.  SaMMaexbc^  >ki/ibo- 
ni/icoM,  MGAia-apxoM,  iHCxa/i^uieto.  Mi/ic- 
xei4XB03HaBei4b.  >Ki/iBe  xa  npautoe  b  Ki/i€Bi. 


AHaTOJiiM  raHKeBMH 

Hap.  1965  p.  B  OAeci.  >Ki/iBoni/icei4b,  BiAeo- 
xyAO>KHi/iK,  aBxop  nepcjDopMaHciB.  >Ki/iBe 
xa  npautoe  b  OAeci. 


TeTBHa  fepiijyHi  (Tan  fa/iaraH) 

Hap.  1968  p.  B  Ki/i€Bi.  XyAO>KHi/ii4fi,  aBxopKa 
iHcxa/i5iuiM,  oO'cKxiB,  BiAeo  i  ayAio-nepctiop- 
MaHciB.  >Ki/iBe  xa  npautoe  b  Ki/iCBi. 


Vasyl  Bazhaj 

Born  in  1950  in  Lviv.  Painter,  author  of 
video  art,  installations  and  performances. 
Lives  and  works  in  Lviv. 


Andriy  Bludov 

Born  in  1962  in  Ussuriysk.  Painter,  graphic 
and  video  artist.  In  the  1990s  was  the 
co-organizer  of  the  land  art  festival  The 
Wind  of  Spring.  Lives  and  works  in  Kyiv. 


Andrij  Bojarov 

Born  in  1961  in  Lviv.  Media  artist,  indepen¬ 
dent  curator,  works  in  conceptual  photo¬ 
graphy.  Lives  and  works  in  Lviv. 


Oleksander  Vereshchak 

Born  in  1971  in  Dniprodzerzhynsk.  Works 
in  video  art  and  painting.  Lives  and  works 
in  Kyiv. 


Glib  Vysheslavsky 

Born  in  1962  in  Kyiv.  Works  in  painting, 
media  art  and  installation.  Art  critic.  Lives 
and  works  in  Kyiv. 


Anatoly  Gankevich 

Born  in  1965  in  Odesa.  Painter,  video  artist 
and  author  of  performances.  Lives  and 
works  in  Odesa. 


Tatyana  Gershuni  (Taya  Galagan) 

Born  in  1968  in  Kyiv.  Author  of  installa¬ 
tions,  objects,  video  and  audio  perfor¬ 
mances.  Lives  and  works  in  Kyiv. 
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O/ier  rHariB 

Hap.  1959  p.  Ha  TepHoni/ibLMi/iHi.  Mysi/iKaHT, 
BiAeo-xyAO>KHi/iK.  flpoAtocep  Mysi/iHHoro 
rypjy  «nepKa/ia6a».  >Ki/iBe  ra  npautoe 
B  iBaHO-OpaHKiBCbKy. 


O/ieKcaHAP  FHiiJiiiAbKiiM 

Hap.  1961  p.  y  XapKOBi.  >Ki/iBoni/icei4b, 
BiAeo-Ta  MeAia-xyAO>KHi/iK,  aBTop  o6'€KTiB 
Ta  iHCTa/i^uiM.  flpautOBaB  y  ckbotI  «napi/i- 
3bKa  KOMyHa».  OaHH  is  SaCHOBHI/IKiB  TBop- 
Horo  o6'€AHaHH^  «lHCTi/iTyi4i^  HecTa6i/ib- 
Hi/ix  AyMOK»  (1996).  riOMep  2009  p.  b  Ki/i€Bi. 


HaTajiin  rojiii6poAa 

Hap.  1972  p.  y  CiMcjDepono/ii.  SawMaeTbc^ 
>Ki/iBoni/icoM,  BiAeo-apTOM,  aHiMauieto. 
>Ki/iBe  Ta  npautoe  b  Ki/i€Bi. 


Pisa  ropoBiA 

Hap.  1970  p.  MeAia-xyAO>KHi/ii45i.  >Ki/iBe  xa 
npautoe  b  KanaAi- 


Irop  ryccB 

Hap.  1970  p.  B  OAeci.  >Ki/iBoni/icei4b,  noex, 
aBxop  nepcfiopMaHciB,  BiAeo-apxy  xa 
iHCxa/i^uiM,  H/ieH  Mi/icxeubKOi  rpyni/i  «Apx- 
pei)iAepi/i».  >Ki/iBe  xa  npautoe  b  OAeci. 


AMMTpO  Ay^b(t)aH 

Hap.  1971  p.  B  OAeci.  >Ki/iBoni/icei4b, 
rpacfDiK,  aBxop  CBix/iOBi/ix  oO'cKxiB  xa 
nepcjDopMaHciB.  >Ki/iBe  xa  npautoc  b  OAeci. 


Bojioammmp  GpiUHXiH 

Hap.  1965  p.  y  KpacHOAapi.  >Ki/iBoni/icei4b, 
cfDOTorpac|D,  aaxop  BiAeo,  iHCxa/i^uiM  i  mi/i- 
cxeubKi/ix  aKuiM.  >Ki/iBe  i  npautoc  b  Ki/iCBi. 


MaprapMTa  BiHeub 

Hap.  1972  p.  B  HepKacax.  ABxop  MCAia- 
npoeKxiB.  >Ki/iBe  xa  npautoc  b  MocKBi. 


Oleh  Hnativ 

Born  in  1959  in  Ternopil  region.  Musician 
and  video  artist.  Producer  of  the  musical 
group  Perkalaba.  Lives  and  works  in  Iva- 
no-Frankivsk. 


Oleksander  Hnylytskyj 

Born  in  1961  in  Kharkiv.  Painter,  video  and 
media  artist,  author  of  objects  and  instal¬ 
lations.  Worked  at  the  Parcommune  squat. 
Co-founder  of  the  art  collective  Institution 
ofUnstabieThoughts.  Died  in  2009  in  Kyiv. 


Natalia  Golibroda 

Born  in  1972  in  Simferopol.  Works  in  paint¬ 
ing,  video  art  and  animation.  Lives  and 
works  in  Kyiv. 


Risa  Horowitz 

Born  in  1970.  Media  artist.  Lives  and  works 
in  Canada. 


Igor  Gusev 

Born  in  1970  in  Odesa.  Painter,  poet, 
author  of  performances,  video  art  and 
installations,  member  of  the  art  group  Art 
Raiders.  Lives  and  works  in  Odesa. 


Dmytro  Duifan 

Born  in  1971  in  Odesa.  Painter,  graphic 
artist,  author  of  light  objects  and  perfor¬ 
mances.  Lives  and  works  in  Odesa. 


Volodymyr  Yershykhin 

Born  in  1965  in  Krasnodar.  Painter,  pho¬ 
tographer,  author  of  video,  installations 
and  action  art.  Lives  and  works  in  Kyiv. 


Margarita  Zinets 

Born  in  1972  in  Cherkasy.  Author  of  media 
projects.  Lives  and  works  in  Moscow. 
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Ijijin  IcynoB 

Hap.  1971  p.  y  Baci/i/ibKOBi,  Ki/iiBCbKa  o6- 
/lacTb.  Abtop  >Ki/iBoni/iCHi/ix,  rpac|DiHHi/ix  Ta 
BiAeo-TBopiB.  >Ki/iBe  xa  npautoe  b  Ki/i€Bi. 


AHApiM  Ka3aHA>KiM 

Hap.  1970  p.  y  BiHHi/iui.  Abtop  noexi/iHHi/ix, 
>Ki/iBoni/iCHi/ix  Ta  BiAeo-TBopiB.  >Ki/iBe  i 
npautoe  b  MockbI. 


rjii6  KaxHyK 

Hap.  1973  p.  B  OAeci.  Abtop  BiAeo  xa 
MGAia-iHcxa/ifiuiM.  >Ki/iBe  xa  npautoe 

B  MOCKBi. 


Bjioako  Kay(t)MaH 

Hap.  1957  p.  y  m.  KaparaHAa.  nepc|DopMep, 
BiAeo-xyAO>KHi/iK,  >Ki/iBoni/icei4b.  3acHOBHi/iK 
xa  apT-Ai/ipeKxop  Mi/icxeubKoro  oO'eAHaH- 
«fl3i/ira».  >Ki/iBe  xa  npautoe  y  JlbBOBi. 


O/ibra  KamiiMGeKOBa 

Hap.  1968  p.  B  OAeci.  ABxopKa  MOAia- 
iHCxa/i^uiM,  BiAeo-apxy.  >Ki/iBe  xa  npautoe 
B  OAeci. 


riaBJio  KoBaH-CTapiuiiM 

Hap.  1959  p.  B  c.  CBoOoAa,  3aKapnaTCbKa 
o6/iacxb.  >Ki/iBoni/icei4b,  rpacfDiK,  nepcjDop- 
Mep,  aBxop  oO'cKxiB  xa  iHcxa/i^uiM.  >Ki/iBe 
xa  npautoc  b  y>KropoAi- 


EAyapA  KojioAiM 

Hap.  1970  p.  B  Mapiyno/ii.  >Ki/iBoni/icei4b, 
rpacfDiK,  aBxop  MOAia-iHcxa/ifiuiM  xa 
nepcjDopMaHciB.  >Ki/iBe  i  npautoc  b  MocKBi. 


PocTMCJiaB  Korep/iiH 

Hap.  1966  p.  B  iBaHO-OpaHKiBCbKy. 
Mi/iCTei4TB03HaBei4b,  MeAia-xyAO>KHi/iK, 
aBxop  iHCxa/i^uiM  xa  >Ki/iBoni/iCHi/ix  po- 
6ix,  cueHorpacfD.  Y  90-Ti  opraHiaaxop 
cfDecTMBa/iK)  «Pe-Bi3ifi»  xa  naconi/icy 
«KiHei4b-KiHi4eM».  >Ki/iBe  xa  npautoc 
B  iBaHO-OpaHKiBCbKy. 


Iliya  Isupov 

Born  in  1971  in  Vasylkiv,  Kyiv  oblast. 
Painter,  graphic  and  video  artist.  Lives  and 
works  in  Kyiv. 


Andriy  Kazandzhiy 

Born  in  1970  in  Vinnytsia.  Poet,  painter 
and  video  artist.  Lives  and  works  in  Mos¬ 
cow. 


Gleb  Katchuk 

Born  in  1973  in  Odesa.  Author  of  video  and 
media  installations.  Lives  and  works  in 
Moscow. 


VIodko  Kaufman 

Born  in  1957  in  Karaganda.  Performer, 
video  artist  and  painter.  Founder  and  art 
director  of  art  group  Dzyga.  Lives  and 
works  in  Lviv. 


Olga  Kashimbekova 

Born  in  1968  in  Odesa.  Author  of  media  in¬ 
stallations  and  video  art.  Lives  and  works 
in  Odesa. 


Pavio  Kovach  Sr. 

Born  in  1959  in  Svoboda,  Zakarpattya 
oblast.  Painter,  graphic  artist,  performer, 
author  of  objects  and  installations.  Lives 
and  works  in  Uzhhorod. 


Eduard  Kolodiy 

Born  in  1970  in  Mariupol.  Painter,  graphic 
artist,  author  of  media  installations  and 
performances.  Lives  and  works  in  Moscow. 


Rostyslav  Koterlin 

Born  in  1966  in  Ivano-Frankivsk.  Art  critic, 
media  and  installation  artist,  painter, 
scenographer.  In  the  1990s  organized 
the  festival  Re-Vision  and  the  journal 
Kinets-Kintsenn.  Lives  and  works  in  Iva¬ 
no-Frankivsk. 
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lOpiM  KpynaK 

Hap.  1973  p.  B  rio/iTaBi.  OoTorpacf), 
MeAia-xyAO>KHi/iK.  Oahh  is  sacHOBHi/iKiB 
xyAO>KHboi  opraHisauii  «Open  Place». 
>Ki/iBe  i  npautoe  b  Ki/ieBi. 


MMpOCJiaB  KyJIbHMUbKIlM 

Hap.  1970  p.  B  y>KropoAi.  BiAeo-xyAO>KHi/iK, 
noex,  aBTop  cjDOTorpacjDiM  xa  o6'€KxiB. 
Kypaxop  6i€Ha/ie  cynacHoro  Mi/icxeuxBa 
OAeci/i  (2011,  2013).  flOMep  2015  p.  b  OAeci. 


BiKTop  MajinpeHKO 

Hap.  1960  p.  B  OAeci.  ABxop  BiAeo,  npautoe 
y  ccjDepi  KiHeMaxorpacjDy.  >Ki/iBe  b  Ki/iCBi. 


MaKCMM  MaMciKOB 

Hap.  1968  p.  B  Ki/i€Bi.  >Ki/iBoni/icei4b, 
saMMaBC^  BiAeo-apxoM,  npautOBaBy 
CKBOxi  «napi/i3bKa  KOMyHa».  >Ki/iBe  xa 
npautoe  b  Ki/iCBi. 


B'BHecjiaB  MaiuHHUbKiiM 

Hap.  1964  p.  B  XepcoHi.  >Ki/iBoni/icei4b, 
aBxop  BiAeo.  3acHOBHi/iK  npi/iBaxHoro 
Myseto  cynacHoro  Mi/icxeuxBa.  >Ki/iBe  i 
npautoe  BXepcoHi. 


O/ier  Mirac 

Hap.  1967  p.  B  OAeci.  ABxop  BiAeo, 
>Ki/iBoni/icy  xa  cjDOxorpacjDiM.  >KnBe  i 
npautoc  B  OAeci. 


Bojioammmp  My>KecKiM 

Hap.  1971  p.  B  Ki/iCBi.  MeAia-xyAO>KHi/iK, 
xeopexMK  cynacHoro  Mi/icxeuxBa.  >Ki/iBe 
i  npautoc  b  Hbto-l/lopKy. 


Yuriy  Kruchak 

Born  in  1973  in  Poltava.  Photographer  and 
media  artist.  One  of  the  founders  of  the 
art  organization  Open  Place.  Lives  and 
works  in  Kyiv. 


Miroslav  Kulchitsky 

Born  in  1970  in  Uzhhorod.  Video  artist, 
poet,  author  of  photographs  and  objects. 
Curator  of  the  Odesa  Biennale  of  Contem¬ 
porary  Art  (2013,  2015).  Died  in  2015  in 
Odesa. 

Victor  Malyarenko 

Born  in  1960  in  Odesa.  Author  of  video, 
works  in  the  field  of  cinematography.  Lives 
in  Kyiv. 


Maksym  Mamsikov 

Born  in  1968  in  Kyiv.  Painter  and  video 
artist.  Worked  in  the  Parcommune  squat. 
Lives  and  works  in  Kyiv. 


Vyacheslav  Mashnitskiy 

Born  in  1964  in  Kherson.  Painter  and  video 
artist.  Founder  of  the  private  Kherson 
Contemporary  Art  Museum.  Lives  and 
works  in  Kherson. 


Oleg  Migas 

Born  in  1967  in  Odesa.  Video  artist,  paint¬ 
er  and  photographer.  Lives  and  works  in 
Odesa. 


Volodymyr  Muzhesky 

Born  in  1971  in  Kyiv.  Media  artist  and 
contemporary  art  theoretician.  Lives  and 
works  in  New  York. 
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BiKTopin  riapxoMeHKO 

Hap.  1971  p.  B  Ki/i€Bi.  3aMMa/iacb 
>Ki/iBoni/icoM,  BiAeo-apTOM.  >Ki/iBe  i  npautoe 
B  Kl/l€Bi. 


Oi/iin  nepjiOBCbKMM 

Hap.  1974  p.  B  OAeci.  DJ  xa  MeAia- 
xyAO>KHi/iK.  >Ki/iBe  i  npautoe  b  OAeci. 


Tapac  riojiaTaMKO 

Hap.  1966  p.  y  HepniBu^x.  >Ki/iBoni/icei4b, 
aBTop  iHcxa/ifiuiM,  nepcfiopMaHciBTa 
BiAeo.  3acHOBHi/iK  ra/iepei  cynacHoro 
Mi/icxeuTBa  «ByHKep»  (HepHiBui). 
Tpi/iBa/iMM  naoKUB  i  npautOBaB  b  KanaAi 
Ta  CLUA.  3apa3  MetuKae  b  HepniBu^x. 


Tapac  ripoxacbKO 

Hap.  1968  p.  B  iBaHO-OpaHKiBCbKy. 
rii/icbMeHHi/iK,  >KypHa/iicT,  peAaKTop, 
aBTop  BiAeo-TBopiB.  >Ki/iBe  xa  npautoe  b 
iBaHO-OpaHKiBCbKy. 


KiipiiJio  ripoueHKO 

Hap.  1966  p.  B  Ki/i€Bi.  ABXop  MGAia- 
iHcxa/i^uiM,  KiHO",  BiAeo-,  c|doxo-  po6ix, 
>Ki/iBoni/icei4b,  rpacfDiK.  ynacHi/iK  CKBOxy 
«napi/i3bKa  KOMyHa».  floMep  2017  p.  b 
Kl/l€Bi. 


O/ieKcaHAP  PoMTGypA 

Hap.  1961  p.  B  OAeci.  >Ki/iBoni/icei4b,  aBxop 
BiAeo.  3acHOBHi/iK  “Hoboi  Acouiauii", 
fo/iOBa  npaB/iiHH^  UeHxpy  cynacHoro 
Mi/icxeuxBa  Copoca  -  OAeca  (1998-1999). 
>Ki/iBe  i  npautoc  b  OAeci  xa  Ki/iCBi. 


ApceH  CaeaAOB 

Hap.  1962  p.  B  Ki/iCBi.  >Ki/iBoni/icei4b,  aBxop 
cfDOxonpoeKxiB,  BiAeo-apxyxa  iHCxa/i^uiw. 
>Ki/iBe  i  npautoc  b  Ki/iCBi  xa  Hbto-l/lopKy. 


CojiOMin  CaBHyK 

Hap.  1974  p.  y  JlbBOBi.  ABXopKa  BiAeo- 
poOixxa  iHCxa/i^uiM,  KypaxopKa.  >Ki/iBe  i 
npautoc  B  Ki/iCBi. 


Viktoriya  Parkhomenko 

Born  in  1971  in  Kyiv.  Worked  in  painting 
and  video  art.  Lives  and  works  in  Kyiv. 


Phil  Perlovsky 

Born  in  1974  in  Odesa.  DJ  and  media  art¬ 
ist.  Lives  and  works  in  Odesa. 


Taras  Polataiko 

Born  in  1966  in  Chernivtsi.  Painter,  author 
of  installations,  performances  and  video. 
Founder  of  the  Bunker  Contemporary  Art 
Center  (Chernivtsi).  Lives  and  works  in 
Chernivtsi. 


Taras  Prokhasko 

Born  in  1968  in  Ivano-Frankivsk.  Writer, 
journalist,  editor,  video  artist.  Lives  and 
works  in  Ivano-Frankivsk. 


Kyrylo  Protsenko 

Born  in  1966  in  Kyiv.  Author  of  media 
installations,  film,  video  and  photo  works, 
painter,  graphic  artist.  Worked  at  the  Par- 
commune  squat.  Died  in  2017  in  Kyiv. 


Oleksander  Roitburd 

Born  in  1961  in  Odesa.  Painter  and  video 
artist.  Founder  of  New  Association,  chair¬ 
man  of  the  board  of  the  Soros  Contempo¬ 
rary  Art  Center  -  Odesa  (1998-1999).  Lives 
and  works  in  Odesa  and  Kyiv. 


Arsen  Savadov 

Born  in  1962  in  Kyiv.  Painter,  author  of 
photo  projects,  video  art  and  installations. 
Lives  and  works  in  Kyiv  and  New  York. 


Solomia  Savchuk 

Born  in  1974  in  Lviv.  Author  of  video  works 
and  installations,  curator.  Lives  and  works 
in  Kyiv. 
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feopriM  CeHHeHKO 

Hap.  1962  p.  y  Ki/ieei.  >Ki/iBoni/icei4b, 
cueHorpacfD,  aerop  BiAeo-apjy  xa 
iHCxa/ifiuiM.  >Ki/iBe  i  npautoe  b  Ki/i€Bi. 


Bira/iiM  CepAiOKoe 

Hap.  1960  p.  y  XMe/ibHi/iubKOMy.  3aMMa- 
€Tbc^  rpacjDiKOK),  BiAeo-apjOM.  Y  90-Ti  — 
cniBopraHiaaTop  /leHA-apj  cjDecTi/iBa/iK) 
«BecH^Hm)i  BiTep».  >Ki/iBe  i  npautoe  b 
Kl/l€Bi. 


lOpiM  COJIOMKO 

Hap.  1962  p.  B  Kpi/iMy.  >Ki/iBoni/icei4b,  aBTop 
o6'€KTiB,  rpacjDiHHMXTa  BiAeo-TBopiB.  y  90- 
Ti  npautOBaB  y  ckbotI  «napi/i3bKa  KOMyHa». 
>Ki/iBe  i  npautoe  b  Ki/i€Bi. 


□expo  Cxapyx 

Hap.  1961  p.  y  JlbBOBi.  SawMaeTbc^ 
>Ki/iBoni/icoM,  CKy/ibnjypoK),  reneHiHraMi/i 
Ta  nepcjDopMaHcaMi/i.  >Ki/iBe  i  npautoe 
y  JlbBOBi. 


AHaxojib  CxenaHeHKO 

Hap.  1948  p.  B  IpniHi,  Ki/iiBCbKa  o6/iacTb. 
3aMMa€Tbc^  KiHope>KecypoK),  >Ki/iBoni/icoM, 
BiAeo.  Abtop  iHCTa/i^uiM  xa  noexi/iHHi/ix 
TBopiB.  >Ki/iBe  xa  npautoe  b  IpniHi. 


Ba/iepin  TpyGiHa 

Hap.  1966  p.  B  JlyraHCbKy.  ABXopKa 
>KHBoni/iCHi/ix xa  BiAeo-xBopiB.  Y  90-x 
npautOBa/ia  y  CKBOxi  «napi/i3bKa  kom- 
MyHa».  >Ki/iBe  i  npautoe  b  BepK/ii,  Luxax 
Ka/iicjDopHi^. 


Haxajiifi  Oi/iOHeHKO 

Hap.  1960  p.  B  Ki/i€Bi.  Kypaxop  cynacHoro 
Mi/icxei4XBa,  3aMMa/iacb  >Ki/iBoni/icoM, 
BiAeo-apxoM.  Y  90-i/ix  npautOBa/ia  y  CKBOxi 
«napi/i3bKa  KOMMyHa».  >Ki/iBe  xa  npautoe  y 
BaHKyaepi. 


Georgy  Senchenko 

Born  in  1962  in  Kyiv.  Painter,  scenogra- 
pher,  author  of  video  art  and  installations. 
Lives  and  works  in  Kyiv. 


Vitaly  Serdyukov 

Born  in  1960  in  Khmelnytsky.  Works  in 
graphics  and  video  art.  In  the  1990s 
co-organized  the  land  art  festival  The 
Winds  of  Spring.  Lives  and  works  in  Kyiv. 


Yuri  Solomko 

Born  in  1962  in  Crimea.  Painter,  author  of 
objects,  graphic  and  video  works.  In  the 
1990s  worked  in  the  Parcommune  squat. 
Lives  and  works  in  Kyiv. 


Petro  Starukh 

Born  in  1961  in  Lviv.  Works  in  painting, 
sculpture,  performances  and  happenings. 
Lives  and  works  in  Lviv. 


Anatol  Stepanenko 

Born  in  1948  in  Irpin,  Kyiv  oblast.  Works  in 
film  directing,  painting  and  video.  Author 
of  installations  and  poetry.  Lives  and 
works  in  Irpin. 


Valeria  Trubina 

Born  in  1966  in  Luhansk.  Painter  and  video 
artist.  In  the  1990s  worked  in  the  Parcom¬ 
mune  squat.  Lives  and  works  in  Berkley. 


Natalia  Filonenko 

Born  in  1960  in  Kyiv.  Contemporary  art 
curator,  worked  in  painting  and  video  art. 
In  the  1990s  worked  in  the  Parcommune 
squat.  Lives  and  works  in  Vancouver. 
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OoHA  Masoxa 

(Irop  AK>pifH,  Irop  floAOJibHaK) 

Mi/iCTei4bKe  o6'€AHaHHfi  BacHoeaHe 
1991  p.  IropeM  fltopi/iHeM  (nap. 

1959  y  flHinponejpoBCbKy),  IropeM 
□oAO/ibHaKOM  (Hap.  1962  yJlbBOBi) 

Ta  PoMaHOM  BiKTKDKOM  (Hap.  1936  p.  y 
JlbBOBi).  fli^/ibHicTb  Ayexy  floAO/ibHaK / 
fltopi/iH  noB'^Bana  b  rpacjDiHHi/iMi/i,  Kino-xa 
BiAeo-npoeKxaMi/i  m  aKuioHiBMOM. 


Irop  XOABM HCbKMM 

Hap.  1971  p.  B  OAeci.  ABxop  o6'€KxiB  xa 
BiAeo-iHCxa/ifiuiM.  >Ki/iBe  xa  npautoe  b 
Hbto-l/lopKy. 


Bacmib  UarojiOB 

Hap.  1957  p.  y  niBHinniM  Ocexii.  >Ki/ibo- 
ni/iceub,  cfDOxo-  i  BiAeo-xyAO>KHi/iK,  aBxop 
iHcxa/i^uiM  xa  nepcfDopMaHciB.  >Ki/iBe  i 
npautoe  b  Ki/i€Bi. 


leaH  UionKa 

Hap.  1973  p.  B  OAeci.  ABXop  >Ki/iBoni/iCHi/ix, 
BiAeo-  xa  cjDOxo-po6ix,  aniMauii.  >Ki/iBe  xa 
npautoe  b  Ki/iCBi. 


BaAMM  HeKOpCbKMM 

Hap.  1970  p.  B  OAeci.  ABxop  BiAeo-  xa 
MGAia-npoeKxiB.  >Ki/iBe  xa  npautoc  b  OAeci. 


OKcaHa  Hene/iMK 

Hap.  1961  p.  B  Ki/iCBi.  ABxopKa  BiAeo 
xa  My/ibxi/iMeAi^HMx  incxa/ifiuiM, 
>Ki/iBoni/iCHi/ix  xa  cjDOxorpaclDiHHi/ix  xBopiB. 
>Ki/iBe  xa  npautoc  b  Ki/iCBi. 


Ijijin  HiHKaH 

Hap.  1967  p.  B  Ki/iCBi.  >Ki/iBoni/icei4b,  aBxop 
cfDOxo-  xa  BiAeo  xBopiB,  incxa/i^uiM.  Y  90-i 
npautOBOB  y  CKBOxi  «napi/iBbKa  KOMyHa». 
>Ki/iBe  xa  npautoc  b  Ki/iCBi. 


Masoch  Fund 

(Ihor  Dyurych  and  Ihor  Podolchak) 

Art  association  founded  in  1991  by  Ihor 
Dyurych  (b.  1959  in  Dnipropetrovsk),  Ihor 
Podolchak  (b.  1962  in  Lviv)  and  Roman  Vik- 
tyuk  (b.  1936  in  Lviv).  The  duo  Podolchak/ 
Dyurych  made  graphic,  film  and  video 
projects  and  actions. 


Igor  Khodzinskiy 

Born  in  1971  in  Odesa.  Author  of  objects 
and  video  installations.  Lives  and  works  in 
New  York. 


Vasyl  Tsagolov 

Born  in  1957  in  North  Ossetia.  Painter, 
photo  and  video  artist,  author  of  installa¬ 
tions  and  performances.  Lives  and  works 
in  Kyiv. 


IvanTsupka 

Born  in  1973  in  Odesa.  Painter,  author  of 
video  and  photo  works,  animation.  Lives 
and  works  in  Kyiv. 


Vadim  Chekorsky 

Born  in  1970  in  Odesa.  Author  of  video  and 
media  projects.  Lives  and  works  in  Odesa. 


Oksana  Chepelyk 

Born  in  1961  in  Kyiv.  Author  of  video  and 
multimedia  installations,  painter  and  pho¬ 
tographer.  Lives  and  works  in  Kyiv. 


Iliya  Chichkan 

Born  in  1967  in  Kyiv.  Painter,  author  of 
photo  and  video  works,  installations.  In 
the  1990s  worked  in  the  Parcommune 
squat.  Lives  and  works  in  Kyiv. 
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KiipiiJio  HiHKaH 

Hap.  1971  p.  B  Ki/i€Bi.  Abtop  >Ki/iBoni/iCHi/ix, 
CKy/ibnjypHi/ix  Ta  BiAeo-TBopiB.  >Ki/iBe  xa 
npautoe  b  Ki/i€Bi. 


O/ieKcaHAP  LUeenyK 

Hap.  1960  p.  B  OAeci.  Abtop  cjDOTO-  xa 
BiAeo-po6ix.  >Ki/iBe  xa  npautoe  b  OAeci. 


CepriM  5lKyHiH 

Hap.  1954  p.  y  MockbI.  SaMMaexbca  /igha- 
apxoM,  aBxop  nepcfiopMaHciB,  iHcxa/ifiuiM, 
CKy/ibnxypi/i,  BiAeo-apxy.  >Ki/iBe  xa  npautoe 
y  JlbBOBi. 


Akuvido 

( faHHa  Kyuxa  BiKTop  Aoera/iiOK) 

Mi/icxeubKi/iM  Ayex,  sacHOBaHi/iM  y  JlbBOBi 
BiKxopoM  flOBra/itOKOM  (nap.  1967  p.  y  cmx. 
M/ii/ihIb,  PiBHeHCbKOi  o6/iacxi)  xa  faHHOK) 
Kyu  (Hap.  1971  p.).  3aMMa/ii/icfi  BiAeo, 
cfDOTorpacfDicK),  KOMn'toxepHOK)  aHiMauieto. 


Szuper  Gallery  (nae/io  Kepecreii, 
CiosaHHe  K/iayseH,  KpicriaH  XIjit) 

Mi/icxei4bKa  rpyna,  sacHOBaHa  flaB/iOM 
KepecxecM  (nap.  1962  p.  By>KropoAi) 
xa  CtoaaH  K/iayaeH  (nap.  1967  p.  y 
MtOHxeHi)  1997  p.  y  MtOHxeHi.  fli^/ibHicxb 
rpyni/i  noB'^saHa  3  MeAia-npoeKxaMi/i  xa 
aKUiOHiSMOM. 


KyryloChichkan 

Born  in  1971  in  Kyiv.  Painter,  sculptor  and 
video  artist.  Lives  and  works  in  Kyiv. 


Oleksander  Shevchuk 

Born  in  1960  in  Odesa.  Author  of  pho¬ 
to  and  video  works.  Lives  and  works  in 
Odesa. 


Serhiy  Yakunin 

Born  in  1954  in  Moscow.  Works  in  land  art, 
performance,  installation,  sculpture,  video 
art.  Lives  and  works  in  Lviv. 


Akuvido 

(Hanna  Kuts  and  Victor  Dovhaiyuk) 

Artistic  duo  founded  in  Lviv  by  Victor 
Dovhaiyuk  (b.  1967  in  Mlyniv)  and  Hanna 
Kuts  (b.  1971).  They  worked  in  video,  pho¬ 
tography  and  computer  animation. 


Szuper  Gaiiery  (Pavio  Kerestey,  Su- 
sanne  Ciausen,  Christian  Hiit) 

Art  group  founded  by  Pavio  Kerestey 
(b.  1962  in  Uzhhorod)  and  Susanne 
Clausen  (b.  1967  in  Munich)  whose  work 
involves  media  projects  and  actions. 
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noA5iKi/i 

Thanks 


MaKC  AcjDaHacbeB 
0/ier  BopoHKO 
PoMaH  raHKeBMH 
CocjDiyi  flyiK 

AHaTO/lb  3Bi>KMHCbKMM 
CeMCH  KaHTop 
yja  Ki/ibjep 
TeTflHa  KoHy6iHCbKa 
Mapja  KysbMa 
BiKTopiyi  Ky/ibHi/iMbKa 
HaAiJi  npuroAHH 
Muxai/i/io  PaiuKOBeMbKMki 
Hara/iifl  Oi/iOHeHKO 
BorAaH  LLlyMM/iOBMH 

Max  Afanasyev 
Oleg  Voronko 
Roman  Hankevych 
Sofia  Dyak 
Anatol  Zvizhynskyy 
Semen  Kantor 
Uta  Kilter 

Tetiana  Kochubinska 
Marta  Kuzma 
Viktoria  Kulchitska 
Nadya  Prygodich 
Mikhail  Rashkovetsky 
Natalia  Filonenko 
Bohdan  Shumylovych 


□apTHepn 

Partners 


EilArOAliiHMM 

CDOHA 

MI/ICTEI4bKI/ll/l 

APCEHA/l 


APCEHA^ 


zin^eco 


m 


ELEVEN 

MIRRORS 

Design  Hotel 


SENATOR 


P 

PREMIER 


HOTELS  &  APARTMENTS  HOTELS  AND  RESORTS 


IXI  EVERLEGAL  TPLASTICS*  OIRAABAHK 

^  ^  ^^arTil^^r-Vl^^naVua  ’  ’  * 


rinacTi  Kc-YKpaVHa 


BPOHBBHEC 

CTpaxoBa  KOMnaHia 


OOKYC 


Tii^eHb 


yKPAIHCbKAnPABJlA 

^MTTfl 


•••• 

•••• 


•••  hromadske  npMBIT«^ 


•••  rpoMaflCbKe  paflio 

•  •  cjiyxaHTe.  AyMaMTe. 


L|eHTp  MiCbKOI  iCTOpil 
lieHTpa/ibHO-CxiflHoi  Beponn 


Intercity  O 


KbMTKI/I  OH/iaMH 

Kontramarka.ua 
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FLASHBACK.  YKPAIHCbKE  MEAIA- 
MI/ICTEUTBO  1990-X 

1  6epe3H^  -  6  xpaBH^  2018 
Mi/iCTei4bKi/iM  apceHa/i.  Ki/iib,  VKpaiHa 
By/i.  JlaBpcbKa,  10-12 
+38  (044)  288  52  25 
https://artarsenal.in.ua 

BMCTABKA 

KOOPftl/IHAUIMHA  PAftA: 

0/ieKcaHAP  Co/iOBMOB  -  KypaTop 
Co/iOMi^  CaBHyK  -  KypaxopKa 
0/iec^  OcTpoBCbKa-JltOTa 
KD/iifi  BaraHOBa 

nPOEKTHA  FPynA 

Kaxepi/iHa  Ti/ixoHeHKO 
0/ieKcaHAP  riapxoMeHKO 

TEKCTI/I 

0/ieKCaHAP  Co/IOBMOB 
Co/iOMi^  CaBHyK 
^Hina  ripyAeHKO 
Karepi/iHa  CxyKa/iOBa 

BIOrPAOII 

Kajepi/iHa  Ti/ixoHeHKO 

AMSAMH  TA  BEPCTKA 

Ipi/IHa  KOCTMLUI/IHa 

PEAAryBAHHH  TA  HEPEK/IAA 

Xpi/iCTi/iHa  PeAbKO 
OKcana  XMe/ibOBCbKa 
OKcana  IHyp 

KOPEKTYPA 

flapi^  nyran 

KaApn  3  BiAeo-TBopiB  HaAsni  aBTopaMi/i 
Ta  3  KO/ieKuii  «MicbKoro  MeAiaapxiBy» 
UeHjpy  MicbKoi  icTopii  UeHTpa/ibHO- 
CxiAHOi  CBponi/i 

KOOPAMHAUIH  APYKy 

AHHa  3aTe/iena 


APYK 

□pi/iBaTHe  niAnpi/i€MCTBO  «Ko/io», 
JlbBiBCbKa  o6/i.,  M.  flporo6i/iH 


FLASHBACK.  UKRAINIAN  MEDIA 
ART  OF  1990'S 

March  1  -  May  6,  2018 
Mystetskyi  Arsenal.  Kyiv,  Ukraine 
10-12  Lavrska  street 
+38  (044)  288  52  25 
https://artarsenal.in.ua 

EXHIBITION 
COORDINATION  BOARD: 

Oleksander  Soloviov  -  curator 
Solomia  Savchuk  -  curator 
Olesia  Ostrovska-Liuta 
Julia  Vaganova 

PROJECT  TEAM 

Kateryna  Tykhonenko 
Oleksander  Parkhomenko 

TEXTS 

Oleksander  Soloviov 
Solomia  Savchuk 
lanina  Prudenko 
Kateryna  Stukalova 

BIOS 

Kateryna  Tykhonenko 

DESIGN  AND  LAYOUT 

Iryna  Kostyshyna 

EDITING  AND  TRANSLATION 

Khrystyna  Redko 
Oksana  Khmeliovska 
Oksana  Shchur 

PROOFREADING 

Dariia  Puhach 

Shots  from  video  works  were  provided  by 
the  authors  and  from  the  collection  of  the 
“City  Media  Archives"  of  the  Center  for 
Urban  History  of  East  Central  Europe 

PRINT  COORDINATION 

Anna  Zatelepa 
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PE"Kolo", 
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